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Preface 


The Vijayanagara Empire was founded between the year 1336 AD -1346 AD 
by the brothers Harihara and Bukka. Historians say that this empire came into 
being as a force of Hindu resistance to the oppressive domination of the 
Muslim rulers, who had captured almost the whole of South India. The 
Vijayanagara Empire lasted for almost 300 years and in its heyday spanned 
the entire southern region of the country, south of the Tungabhadra River. 
This empire, which was ruled by the dynasties - Sangama, Saluva, Tuluva 
and Aravidu grew to be a strong and prosperous empire which was 
responsible for a renaissance of Hindu culture in South India. A very important 
part of this renaissance was the development of Karnataka music - many 
seminal changes took place in this system of music which laid the foundation 
of the changes which shaped it into what it is in the present day. 

The Vijayanagara Empire was known as the Karnataka Empire, and thereby 
‘Karnataka Music’ was the name given to the system of music that flourished 
under its patronage. This thesis is an attempt by me to research the 
development of Karnataka music in the Vijayanagara period both in the 
theoretical aspects (Laksana) and practical aspects (Laksya) and also present 
the historical context behind this development. It is not the study of just one 
composer, musicological work or one patron of music, but of all important 
ones who contributed significantly to this development. Thus, it is the study of 
the evolution of an entire system of music which has been enriched by 
different folk/classical traditions from a historical and musicological 
perspective. 

The rulers of the Vijayanagara empire had influenced the sphere of music in 
multiple ways: on the one hand, they were themselves scholars who 
encouraged and actively participated in the documentation of the theoretical 
aspects of music - for example, King Acyutaraya and the grand-nephew of 
King Devaraya II, Saluva Gopa Tippendra were instrumental in writing erudite 
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treatises on Tala. On the other, they were also generous in giving patronage 
to a number of artistes and scholars. The Bhakti movement was spearheaded 
in the western part of Vijayanagara mainly by the Madhva Monks such as SrT 
SrTpadaraya, Sri Vadiraja and SrT Vyasaraya who acquired a number of 
wandering minstrels as disciples such as SrT Purandara Dasa, and SrT Kanaka 
Dasa and in the east by the Tallapakam composers (SrT Annamacarya and his 
descendants). All of them received active encouragement and support by the 
great Vijayanagara kings such as Saluva Narasimha and Krsnadevaraya. The 
bhakti movement aimed at bringing sprituality to the common man in a 
language and manner that he could relate to from easily accessible sources. 
As by-products of this movement, revolutionary changes in music and 
musicology such as the grouping of Raga-s into Mela-s, the coming into 
prominence of the Suladi Sapta Tala-s, the emergence of the KTrtana form 
which eventually gave rise to the highly complex Krti form took place which 
established the important features of the triad of Raga, Tala and composition 
in Karnataka Music. 

It is therefore quite apparent that the study of the role of the Vijayanagara 
Empire in the development of Karnataka music is vital for us to re-construct 
and understand fully the growth of some of its distinctive features. These 
features later underwent further evolution in the royal courts of Tanjore, 
Mysore, Keladi, Travancore etc. during the post-Vijayanagara period. 
Research has already been carried out on Tanjore and Mysore as seats of 
music by Dr. S. Seetha and Dr. M.B. Vedavalli respectively. However, 
Vijayanagara as a seat of music has not been so far taken up for extensive 
research, though there are some papers and articles by various scholars 
which have dealt with some of its aspects individually. Some of the 
musicological works of the period such as the Kalanidhi commentary of 
Kallinatha, Svaramelakalanidhi, and SahgTtasuryodaya have been published. 
Articles and papers about the works of musicologists SrT Vidyaranya, Sri 
Kallinatha, Bhandaru LaksmTnarayana and SrT Ramamatya, as well as Suladi- 
s have been presented. A book about the forms used in the music of the 
monks - SrT SrTpadaraya, SrT Vyasaraya and SrT Vadiraja has been written. 
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The thematic and lyrical content of the Haridasa and Tallapakam composers 
has been written about. However, we do not find comprehensive in-depth 
research done on all the musical and musicological developments in the 
Vijayanagara period in the backdrop of the historical events which were 
instrumental in these developments. Much of the musical content of the 
Haridasa and Tallapaka compositions is yet unexplored. Several 
musicological works such as TaladTpika and Talakalabdhi are still only 
available in manuscript form have not been studied in-depth. This thesis is a 
humble attempt to present a comprehensive analysis of all the developments 
in music and musicology during the Vijayanagara period from a historical 
perspective. 

The time period taken up for this research is 1336 AD to 1565 AD. The study 
of musical and musicological developments in this period is restricted to those 
connected directly and indirectly to the royal court of Vijayanagara. Also, the 
literary sources of data have been confined to those available in Kannada 
literature only. 

The first chapter gives a glimpse of the history of Indian music, covering the 
important Lakshana Grantha-s and the trends of devotional music in South 
India. This describes the musical atmosphere which prevailed in the southern 
part of the country before the advent of the Vijayanagara empire. There can 
be no doubt that some of the existing traditions had some influence on the 
musical development in Vijayanagara. 

The second chapter outlines the historical and cultural context of the 
Vijayanagara empire. This chapter describes the importance of the 
Vijayanagara period in the history of Indian music, particularly Karnataka 
Music. The political developments which led to the foundation of the 
Vijayanagara Empire are touched upon. The role of Royal Patronage in the 
Vijayanagara period to music is examined. Then the cultural and historical 
factors such as Royal patronage to the arts, the Bhakti movement, flourishing 
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of allied arts etc. are taken up. The influence of these factors on the 
development of music in the Vijayanagara period is covered in this chapter. 
The third chapter deals with musical luminaries such as musicologists, music 
composers and musicians. As mentioned, many of the kings of the 
Vijayanagara empire were patrons of the fine arts, especially music, and 
some of them authored musicological treatises. There were other 
musicologists in this period such as SrT Vidyaranya, Sri Ramamatya and SrT 
Saluva Gopa Tippendra who have composed important musicological works. 
The Haridasa-s and Tallapaka composers were primarily saints who 
propagated spiritual and moral themes through lilting music. Other than these, 
there were some more composers of music such as the VTrasaiva-s, Saint 
Arunagirinathar and the poets SrT Ratnakaravarni and Kumara Vyasa whose 
devotional musical compositions had a great impact on society. This chapter 
gives an overview of these musical personalities. 

The fourth chapter focusses on musical compositions which emerged during 
the period of the Vijayanagara Empire. This period saw the emergence of a 
plethora of new devotional musical forms such as the SGIadT, Ugabhoga, 
Vrttanama, KIrtana etc. The Haridasa-s and Tallapaka composers brilliantly 
integrated of existing folk music forms with devotional music giving rise to 
compositions which were not only suitable vehicles for bringing ‘bhakti’ to the 
common man in the vernacular, but which changed the face of popular music 
and eventually art music in the centuries to come. This chapter presents an 
analysis of the Haridasa and Tallapaka compositions from a musicological 
perspective - dealing with the Raga-s, Tala-s used by them and the new 
forms created/used by them. The thematic and lyrical content of these 
compositions has also been dealt with in this chapter. Compositions of other 
composers of the Vijayanagara period have been briefly touched upon. 

The fifth chapter analyzes the musicological developments which took place 
in the Vijayanagara period. Many important works such as SangTtsara by SrT 
Vidyaranya, the commentary on SangTtaratnakara by SrT Kallinatha, 
TaladTpika by SrT Saluva Gopa Tippendra, Svaramelakalanidhi by SrT 
Ramamatya, SahgTtasuryodaya by SrT Bhandaru LaksmTnarayana, 
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Natyacudamani by Sri Somanarya, SaiikTrtana Laksanamu by Sri Cinna 
Tirumalacarya have been analysed and the gist of their contents has been 
presented. After this, an analysis of trends in musicological concepts such as 
the Svara system, the Tala system, the Mela System, the Raga system has 
been given in this chapter. 

The sixth chapter gives the developments in dance as seen in Kannada 
literature, sculptures and musicological works which had an impact on music. 
This chapter gives also an overview of musical concepts in Kannada literature 
and the development of music as seen in inscriptions during the Vijayanagara 
period. 

The seventh chapter is the Conclusion where the findings of this research 
work have been summarized. 



Chapter 1 


Indian Music before the Vijayanagara Period 


Chapter 1 Indian Music before the Vijayanagara Period 
1.1 Introduction 

The development of music in the Vijayanagara Empire has to be studied against the 
backdrop of prior developments in Indian music. With this in view, it is essential to 
summarize the important developments in Indian music which occurred before the 
advent of the Vijayanagara empire. This chapter focusses on these developments. 

Indian Music is perhaps as old as Indian civilization itself. Historians have found 
ample evidence that music has been deeply rooted in Indian cultural traditions right 
from pre-historic times. There are three distinctive periods which can be seen in the 
development of Indian music - the ancient, medieval and modern. Both Laksana 
(theory of music) and Laksya (practical music) developed greatly in these three 
periods shaping Indian music into what it is today. 

The ancient period begins approximately from 10,000 to 5,000 B.C. during which 
Vedic music developed. This was followed by development of music in the 
Upanisads and music in the epics Ramayana and Mahabharata and the Purana-s. 
The ancient period extends right upto the period of the Natya Sastra of Bharata and 
the Dattilam of Dattila. The Natyasastra period is said to be between 1 st Century A.D. 
to 4 th Century A.D. 

The medieval period follows after the ancient period and extends approximately upto 
the seventeenth century. One of the landmarks of this period was the creation of the 
BrhaddesT by Matanga. This period also saw the coming into existence of SangTta 
Ratnakara, the magnum opus by Sarngadeva. Jayadeva’s famous epic poem, the 
Gita Govinda was composed in this period. The phase 1336 A.D. to 1565 A.D. 

(during which musical developments in the Vijayanagara Empire took place) falls 
within the medieval period. 


The modern period which starts from the seventeenth century upto the present day, 
is marked by the Venkatamakhi’s landmark treatise, the CaturdandT Prakasika being 
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written. This period also saw the remarkable compositions of the musical trinity of 
Tyagaraja, Muthuswami DTksitar and Syama Sastri who revolutionized Karnatic 
music. 

In this chapter, the developments in Indian music during the ancient period and the 
medieval period right upto the beginning of the Vijayanagara phase shall be taken 
up. 

1.2 Development of Indian Music in the Ancient and Medieval Periods before 
the Vijayanagara Empire 

1.2.1 Music in the Ancient Period 

Music in this period shall be taken up under the heads - Music in the pre-historic 
period, Music in the Tamil tradition and Music of the ancient period in the Sarhskrta 
tradition. 

1.2.1.1 Music in the Pre-historic Period 

The earliest known civilization of the Indian sub-continent was the Indus valley 
civilization. The only information about music from this period is from the historical 
ruins unearthed. There is no literary evidence pertaining to this period which can be 
deciphered. 

1.2.1.1.1 The Indus Valley Civilization 

The Indus Valley civilization, which is considered to be at least 5,000 years old is 
said to be the oldest Indian civilization by historians. Some consider it as pre-Vedic, 
and some as Vedic. 1 Other scholars believe that this civilization was Dravidian 2 . The 
historical ruins of this civilization have been found in sites such as Harappa and 
Mohenjodaro in Pakistan and Lothal in Gujarat. There are some important finds of 
this civilization related to music, such as a figurine of a dancing girl beating time to 
music with her foot, instruments like a flute, Whistles, a harp with strings and 


1 Vide Indian Music, Thakur Jayadeva Singh, p 1 

2 Vide History of South Indian (Carnatic Music)’, R. Rangaramanuja Ayyangar, p. 25 
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percussion instruments (made of skin) etc.The evidence points to an understanding 
of musical rhythm, dance and usage of musical instruments. A seal pertaining to this 
period is seen as depicting music accompaniment of Vedic rituals. 3 Some scholars 
have interpreted a seal ‘PTpal Tree of Life’ as containing symbols representing the 
entire process of producton of sound leading to the seven basic musical notes, and 
also the representation of melody and rhythm. Scriptographs and pictographs of this 
civilization have been interpreted to show representation of the primordial sound 
‘Omkaradhvani’ and also the usage of strokes to represent duration of a syllable. 

1.2.1.1.2 Post-Indus Valley Development 

There are primitive rock paintings by stag hunters of the Mahadeo hills, who are said 
to have lived within the latter part of the first century B.C. It is believed that they 
succeeded the Indus Valley civilization chronologically. 4 These show multiple 
instruments such as the double pipe (accompanied by a bow), horn, trumpet, drums 
and a harp with a mug-like resonator and strings fixed onto pegs, seen in various 
scenes such as in a millitary band, being used by herdsmen and agriculturists and at 
home. Singing and acting (Abhinaya) is also depicted. 

1.2.1.2 Music in the Tamil Tradition 

This tradition which was born in the Southern part of the country and has been 
described in many Tamil works starting from pre-Christian times. This tradition is the 
Tamil tradition which has been described in the following sections. 

1.2.1.2.1 Tolkappiyan 

This is a work by Tolkappiyar on Tamil grammer and the oldest known extant work of 
Tamil literature. It is dated by various scholars between 3 rd Century B.C. and 5 th 
Century A.D. 5 It comprises three books Ezuththathikaram, Sollathikaram and 
Porulathikaram. It has many references to music. In this work, there is a mention of 


3 Vide 'Music Through the Ages’, V. Premalatha, p. 5 

4 Ibid, p. 8 

5 Vide Wikipedia article on Tolkappian, http://en.wikipedia.org/wiki/Tolkappiyam, last accessed 24-Sep-2013 

8 





Chapter 1 


Indian Music before the Vijayanagara Period 


five landscapes into which Tamil country is divided, each being associated with a 
particular musical mode (Pan), melodic instrument (Yazh) and percussion instrument 
(Parai). There is also mention of a musical form known as Pattu Vannam. Various 
songs have been classified according to metrical structure, musical quality etc. 6 

1.2.1.2.2 Ettutokai and Pattu Pattu 

These are important works in Tamil literature in the Sangam period, i.e between 2 nd 
Century B.C. and 2 nd Century A.D. In these, there is mention of various types of 
Yazh or stringed instruments, such as Periyazh (with 21 strings), Siriyazh (with 7 
strings), Makarayazh (with 19 strings) and Sakottuyazh (with 7 strings). Different 
types of flutes have also been mentioned. Percussion instruments such as the 
Murasu, Muzhavu, Siruparai and Tattai have been mentioned. 7 Singers such as 
Pannar-s and Viraliyar-s have been mentioned. 8 Many Pan-s such as Gandharam, 
Nodiram and Palaiyaz have been mentioned. Some of these works like Paripadal are 
meant for singing. 

1.2.1.2.3 Pancamarabu 

Pancamarabu by Arivanar is a work believed to have been composed in the Sangam 
period 9 . This is an extensive treatise on music and dance. It deals with the 5 main 
aspects of music and dance - melody, percussion instruments, Tala and dance, it 
has been named Pancamarabu’ - ‘Panca’ meaning 5 and ‘marabu’ meaning 
‘tradition’. The first section of this text called ‘Isai’ which is a detailed exposition of 
the grammar of music. The 5 chapters in this section deal with detailed descriptions 
of the Yazh, techniques of playing the flute etc. This work talks about how the Tamil 
country has been divided into five parts, each being associated with a mood, Pan, 
instrument etc. It also mentions as many as 103 Pan-s. 


6 Vide Wikipedia article on ancient Tamil Music http://en.wikipedia.org/wiki/Ancient Tamil music , last 
accessed 24-Sep-2013 

7 ibid 

8 Vide History of Music, Tamil Tradition, University of Madras course work, p 78-83 

9 ibid, p 48,15-21 
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1.2.1.2.4 Cilappadikaram 

This work was written around the fifth century AD by Sri Mango Adikal, in which there 
are abundant references to music. It contains several chapters dedicated to music 
and dance, of which the most famous is the Kanal Vari which is a duet between the 
main character Kovalan and his lady-love Madhavi. 

Following are the important references to music in the Cilappadikaram 10 : 

• This work contains musical terminology such as, ‘Azhaku’ and ‘Mattirai’ 
referring to the musical pitch and the smallest fraction of an audible sound 
distinguishable by the human ear. 

• There is description of pentatonic and heptatonic scales. Mullaippan, 
equivalent to the Raga Mohana in present day Karnataka Music is a fully 
harmonic scale and can also be found in other music systems such as 
Chinese traditional music. This scale evolved into a seven-note scale 
Cempalai. 

• ‘Kural Tirubu’ or Modal shift of the tonic note was a process of arriving at new 
Pan-s (musical modes). This has been described in this work. 

• There are 103 derivative Pan-s of the four original panns of Maruthappan, 
Kurincippan, Sevvazhi and Sadari mentioned in this work. 

• There is mention of five types of instruments - skin instruments or Tolkaruvi, 
wind instruments or Tulaikaruvi, Stringed instruments or Narambukaruvi, 
Gongs and cymbals or Kancakaruvi and vocalists or Midatrukaruvi. There are 
descriptions of various kinds of Yazh (stringed instruments) including tuning 
and playing and percussion instruments. 

1.2.1.3 Music of the Ancient Period in the Sarhskrta Tradition 

The Sarhskrta tradition is the one of music being documented in the Sarhskrta 

language. In this tradition, the earliest known music was Vedic Music. This was 

10 Vide History of Music, Tamil Tradition, University of Madras course work, p 1-14 
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Sama Gana. The period of the Veda-s is dated by historians to be between10,000 
B.C. to 5000 B.C. This period is followed by music of the Upanisadic period. Then 
we come across music in sacred and secular Sarhskrta literature (such as the epics 
Ramayana, Mahabharata and the Purana-s, Buddhist and Jain sources and 
Kalidasa’s works). After this, we see Gandharva SangTta mentioned in the 
Natyasastra of Bharata and Dattilam of Dattila. The Natyasastra period is said to be 
between 1 st Century A.D. to 4 th Century A.D. The period from the Vedic times to the 
Natyasastra and Dattilam is the ancient period in the Sarhskrta tradition. 

1.2.1.3.1 Vedic Music 

According to western historians like Max Muller and Winternitz, the Veda-s in their 
present form came into being between 2000 to 1500 B.C. whereas Lokamanya Tilak 
has said that they have been there from 10,000 B.C. It is believed that the Veda-s 
are the most ancient literature available to the human race. 11 

It is the opinion of scholars that the Veda-s were musically recited. The musical 
notes used for the recitation started from one (Arcika), increased progressively to 
two (Gathika), three (Samika), and four (Svarantara). This tetrachord was 
augumented with three more notes to give the full scale of seven notes (SampGrna) 
called Yamas, named as Krsta, Prathama, DvitTya, TrtTya, Caturtha, Mandra and 
Atisvarya. 12 The svara-s were of three types - Mandra, Madhya and Tara which 
were associated with Hrdaya (heart), Kantha (throat) and Sira (head). 13 

Among the Veda-s, the first three mentioned above were chanted and Sama Veda 
was both chanted and sung. 14 The word Sama stands for ‘melody’. 15 Sama 


11 Vide Evolution of Raga and Tala in Indian Music, M.R. Gautam, p 12 

12 Vide History of South Indian (Carnatic Music), Rangaramanuja Ayyangar, p 3 to 5 

13 Vide Puranom mein git, Shabnam Chaturvedi, p 58 

14 Vide Evolution of Raga and Tala in Indian Music, M.R. Gautam, p 18 

15 Vide Music Through the Ages, V. Premalatha, p 14 
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borrowed the lyrics of it’s songs from Rg Veda, as it had no hymns of it’s own. It 
predominantly used only upto five notes. 16 After a certain period of time, the notes 
were called ‘Svara’-s and the names of the svara-s were changed to Sadja, Rsabha, 
Gandhara, Madhyama, Pahcama, Dhaivata, Nisada. These names were known in 
the days of Panini and Yagnyavalkya (600 B.C.). Twenty-two microtones or sruti-s 
were also discovered for the octave of seven notes. It is said that the Greek 
Philosopher, Pythagoras (582-500 B.C.) studied the heptatonic scale of Samagana 
with its family of the twenty-two microtones and formed the Grecian odes from those. 
These were in vogue in Europe for centuries subsequently. 17 

The Brahmana-s, Aranyaka-s, Sutra-s, Pratisakhya-s and Siksa-s contain much 
information about music in the Veda-s. The most important of the Siksa texts is the 
NaradTya Siksa which is written by an author called Narada. 

The features of Vedic music can be summarized as follows 18 : 

• Instruments: The stringed instrument Vana (a bow shaped harp) is mentioned in 
the Rg Veda. Another string instrument, the Vina has been mentioned in the 
Yajur Veda. Other stringed instruments mentioned in the Rg Veda and Atharva 
Veda are the KarkarT and Kanda Vina. A percussion instrument frequently 
mentioned in the Veda-s is the Dundubhi. Other percussion instruments like the 
Adambara, Gargara, Vanaspati and Aghati (cymbals) have been mentioned. The 
conch (Sankha) and flute (Venu) are also spoken of. 19 

• Songs of Sama Gana: The hymns of the Sama Veda were to be sung, and were 
known as ‘Sama Gana’. These were sung in well-defined tunes and according to 
specific rules. These were divided into two parts: 


16 Vide Evolution of Raga and Tala in Indian Music, M.R. Gautam, p 20 

17 Vide History of South Indian (Carnatic) Music, R. Rangaramanuja Ayyangar, p 14 

18 Vide Indian Music, Thakur Jayadeva Singh, p 1 to 13 

19 ibid, P 4 
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o Arcika - containing only text 
o Gana - containing text with notation. 

Arcika was further sub-divided into Purvarcika and Uttararcika. The latter had 
the rks or hymns sung for sacrifices which are based on Sama Gana and are 
given in a sequence. 20 

Gana had four types of melody patterns - Grama Geya Gana which was set 
apart for community singing, Aranya Geya Gana meant for forest dwellers, 

Qha Gana for sacrifices, Ghya or Rahasya Gana only to the initiates. 21 

A song in Sama Gana was divided into the parts Prastava, UdgTtha, 

Pratihara, Upadrava, Nidhana. Some embellishments (called GTtiupayas) 
were introduced to the words of the song such as Vikara (change in the word, 
e.g. Agna into Ognai), Vislesana (breaking up the word), Vikarsana 
(lengthening the vowel of the word), Abhyasa (repetition of word), Virama 
(Pause), Stobha (an additional expression not initially part of the text). 

• Notation: A system of using numbers to denote musical notes was developed. 

The first note in the notation was the keynote of the hymn. The hand was used to 
denote the notes of the scale as the hymns were sung - this usage was known 
as the Gatra Vina. 

• Rhythm: The word Vrtti was used to denote the rhythm and tempo of the song, 
but the Tala system had not yet evolved. 

• Ornamentation: The musical notes were subjected to some ornamentation, 
mainly prenkha (lengthening a note), Karsana (passing from one note to another 
without a break), Vinata (sounding notes in quick succession), Atyutkrama 
(sounding notes in a certain order), Samprasarana (a small tana like ga, ri, sa, ni) 

20 Vide History of Music, Samskrta Tradition, University of Madras, p 83 

21 Vide History of South Indian (Carnatic) Music, R. Rangaramanuja Ayyangar, p 4 
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1.2.1.3.2 References to Music in Samskrta Literature 

1.2.1.3.2.1 Ramayana 

Western scholars have said that the main portion of Ramayana was composed by 
600 B.C. and additions were made till about 300 or 200 A.D. 22 Music was known as 
SangTta or Gandharva in the Ramayana. 

There are several references to music in the Ramayana such as 23 Jati, MGrchana, 
Karana, Kala, Matra, Samya, Pramana, Laya, Tala, different musical instruments like 
Vina, TantrT, Dundubhi, Mrdanga, Pataha, Bheri, Dholaka, Dimdima etc. Music is 
seen as an important element on auspicious occasions, in the royal courts, in 
dramas and in the daily life of people. Professional musicians like KusTlava-s, Suta-s, 
Magadha-s and BandT-s are seen mentioned. 

1.2.1.3.2.2 Mahabharata 

In the Mahabharata, the references to music are lesser than those in the Ramayana. 
Scholars have differing views about the date of the Mahabharata - Lassen gives the 
time of completion of the main portion at around 400-450 B.C. and Macdowell says 
that it is roughly between 500 B.C. to 450 A.D. 24 

The musical references in this work are 25 Jati, Gandharva, Instruments like 
Mrdanga, Jharjhara, Bheri, Panava, Gbmukha, Adambara, VTna, Sarikha and Venu. 
Singing, dancing and playing instruments was considered important. There were 
dance and music institutions which imparted training in these disciplines. 


22 Vide Indian Music, Thakur Jayadeva Singh, p14 

23 Ibid, p 15 to 16 

24 Vide Indian Music, Thakur Jayadeva Singh, p 16 

25 Ibid, p 16 to 17 
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1.2.1.3.2.3 Purana-s 

In the Purana-s, there are many musical descriptions such as: 26 the association of 
the 3 types of svara-s - Mandra, Madhya and Tara to the heart, throat and head, as 
in Sama Veda, the sapta (seven) svara-s - sa, ri, ga, ma, pa, da and ni associated 
with colours, parts of the body, birds and animals, the four castes of human beings 
and Gods (Deva-s), the four types of ‘Graha’s which describe Tala-s resting and 
starting with respect to melody , the three Grama-s - Sadja^Madhyama and 
Gandhara, with details of their respective Murchana-s, Tana-s, ‘Calikya SangTta’ 
which was also called Gandharva thirty-six RaginT-s for six main Raga-s, vocal music 
or Geya SangTta, Natya Lila, i.e. dramas which were accompanied by music., several 
instruments such as Anaka, Kahala, Ghanta, DamarG, TurhbT, Vina, Venu, Sahkha, 
Turya etc., Nrtta(dance based on rhythm) and Nrtya( dance based on emotional 
expression), rules for learning music, qualities of a musician etc. 

1.2.1.3.2.4 Music in Buddhist and Jain Sources. 

In Buddhist literature, there are ample references to music. Lalita-vistara, which 
gives and account of Buddha’s life, talks about Prince Siddhartha receiving training 
in Vina, singing and dancing. In Bharahuta and Sand, there are stGpas where 
scenes from the Jataka tales have been depicted. Since the stGpas are said to have 
been built in the 2 nd or 3 rd century B.C., these tales must have been in existence 
before those. Some of the references to music in the Jatakas are as follows 27 : 
Mention of instruments like Bheri (drum), Vina, horn, gong, cymbals, Kumbhathana 
(the older version of the Jalataranga) and Sahkha, reference to professional 
instrumentalists and singers. 

Music has been considered important in Jain literature also. In Sthanaiiga SGtra, 
RajaprasnTya SGtra, Nandi, Anuyogadvara, there are several references 28 such as 
the seven notes, effects of various musical notes have been described, the three 

26 Vide Puranorh mein SarigTt, Shabnam Chaturvedi, Chapters 2, 3, 4 and 5 

27 Vide Indian Music, Thakur Jayadeva Singh, p 17 to 20 

28 ibid, p21 
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Grama-s - Sadja, Gandhara and with their Murchana-s, the qualities of good music, 
names of many musical instruments like Maddala, JhallarT, Hudukka, Varhsa, 

Sankha, Kahala, PTrapiriya, Bheri etc. 

1.2.1.3.2.5 Music in Kalidasa’s works. 

Kalidasa was the friend and court-poet of King Bhoja who lived in the 11 th century. 

He has written many wonderful works in Sarhskrta, such as Malavikagnimitra, 
VikramorvasTyam, Kumarasarhbhava, Uttara Megha etc. Abhinavagupta has 
mentioned that he has written a commentary on a glta-kavya composed by Kalidasa 
called Ghatakarpara-kulaka. This glta-kavya is a dance-drama to be presented on 
stage with music and dance. This is an indication of Kalidasa’s competence in 
musical composition. There are many references to music in his other works such as 
: Murchana, Gita Mangala (auspicious song), Musical forms and their parts - Krti 
and Catuspada, Upagana (Upohana) and Vastu, many musical compositions such 
as Dvipadika, Jambhakalika, Khandadhara, Carcari, Bhinnaka etc., Grama Raga-s 
such as Bhinnaka, Valantika, Kakubha, Kaisika, musical instruments such as the 
Vina, Puskara, Venu, Sankha and drums like Muraja, Mardala and Mrdartga. ‘Calita’ 
or ‘Calika’ (a highly developed classical dance) has been mentioned. 

1.2.1.3.3 Gandharva Music as seen in Natyasastra and Dattilam 

The works Bharata's Natyasastra and Dattila's Dattilam (which scholars date as 
belonging to the period of the 1st to 4th Century AD) describe ‘Gandharva’ music, 
which means music meant for the Gods. Natyasastra contains thirty-six chapters, out 
of which six describe music and the rest are devoted to dance and drama. Important 
commentaries written on the Natyasastra are SarasvatT-hrdayalankarahara or 
Bharatabhasya written by Nanya Bhupala and Abhinavabharati written by 
Abhinavagupta in the 11 th century AD. 

Abhinavagupta and Sarngadeva have described ‘Gandharva’ , which they distinguish 
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from Gana. 29 Gandharva SaiigTta was only meant to appease the Gods and was not 
meant for wordly pleasures. Gana was used for performance of drama. In Bharata’s 
Natyasastra, there was a ‘Purvaranga’ which consisted of the pre-performance 
events. This was performed before the actual performance of drama or Natya. The 
Gandharva forms Gitaka-s and NirgTta-s were used in the Purvaranga whereas Gana 
consisted of ‘Dhruva’ songs which were used in the actual Nataka (drama) 
performance. 

The ‘Natya’ of Bharata was a performance which consisted of 3 elements - Gana, 
Vadya and Natya or Abhinaya. Gana was the general word for melody, which 
consisted of both Gandharva music and its derivative Gana used in the drama 
performance. The Gana music came from singing, the stringed instrument Vina and 
the flute (Venu). Vadya was the component that came from Avanaddha Vadya-s 
(percussion skin instruments). Natya or Abhinaya was the dance-drama component 
that included both body movements and expressions of emotion. The Purvaranga 
too had melody, percussion and dance. But the dance here was Tandava Nrtta 
which had three types of Abhinaya including body movements but did not involve the 
performer identifying himself with the character being played (Saksatkara). 

The components of Natya can be pictorially seen below: 


29 Vide ‘Musical Forms in Sarigita Ratnakara’ by Dr. N. Ramanathan, Chapter I, Section I for an 
explanation of Gandharva, Gana, Marga & DesT Sarigita 
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Gita (Gandharva & 
Gana): Singing, 
VTna. Varhsa 


Vadya: Abhinaya: 

Avanaddha Arigika, Vacika, 


Bharata's Natya 


_ % 

Gandharva: 

NirgTta, GTtaka 


Tandava Nrtta: 
No Saksatkara, 
Arigika, Vacika 


_v_ 

Gana: Natya 

Dhruva Songs With Saksatkara 


Purvarariga 


Nataka 


Gandharva music with its Grama-MGrchana-Jati concepts has been described in 
great detail in the Natyasastra and also the Dattilam of Dattila Muni, which were 
written around the same time period. 


1.2.1.3.3.1 Grama and Murchana 

Grama-s are 3 in number - Sadja Grama, Madhyama Grama and Gandhara 
Grama. The basic difference between these 3 Grama-s lies in the sruti intervals of 
the 7 notes sa, ri, ga, ma, pa, da, ni which constitute each grama. In the Natyasastra, 
only the Madhyama Grama and the Sadja Grama have been described. The 
Gandhara Grama has been described in Dattilam. 


For each of the three grama-s, we could have 7 sequences of svara-s. Each of these 
sequences is termed as a 'MGrchana' and given a specific name. For example, the 
seven MGrchana-s for the Sadja have the names Uttaramandra, Rajani, Uttarayata 
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etc.. The MGrchana-s pertaining to the Gandhara Grama have not been described in 
the Dattilam but are seen in other texts like the NaradTya Siksa and Saiigitaratnakara 
of Sarrtgadeva. 

Tana-s have been described for the above Murchana-s. A Tana is obtained from the 
musical notes of a Murchana. There are two types of Tana-s described - Sadava and 
Auduva. Sadava stands for six notes and Auduva stands for five notes. A Sadava 
Tana is arrived at by omitting one note from a Murchana and an Auduva Tana by 
omitting two notes. 

1.2.1.3.3.2 Grama Raga-s and Jati-s 

The Natyasastra does not refer to Raga-s specifically. However, in the 32 nd chapter, 
the Dhruva Adhyaya, there is mention of some Grama Raga-s. Grama Raga-s 
represent the class of most ancient Raga-s. 30 

Jati-s are said to be melodic structures which are based on Grama-s. There are 
eighteen Jati-s. A Jati stands for a class which encompassed several melodic types. 
Ten features have been specified in the Natyasastra and Dattilam to describe Jati, 
such as Graha (starting Svara), Arhsa (Prominent Svara), Nyasa (Ending Svara) etc. 
Jati-s were classified as Suddha and Vikrta. 

It is felt by some that Jati-s are the matrices of Raga-s which later followed. 

However, another view is that Jati-s and Grama Raga-s existed simultaneously and 
were two parallel streams of evolution in Indian music. Bharata considered Jati as 
Gandharva music and Grama Raga-s as Gana. 31 

1.2.1.3.3.3 Svara and Sruti 

There are totally 22 sruti-s in an octave. Bharata has described an experiment with 
the Vina to decipher the 22 sruti-s. 


30 Vide History of Music - Samskrta Tradition, University of Madras, First Year Course Material, Page 
37 

31 Vide Evolution of Raga and Tala in Indian Music - M.R. Gautam, Page 2 
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Sadharana Svara-s have been described in the Natyasastra. These are additional 
svara-s which occur in between two svara-s and are weaker than them. Kakali 
Nisada is a Sadharana variety of Nisada which is 2 sruti-s higher than the normal 
value of Nisada. Antara Gandhara is a variety of Gandhara which is 2 sruti-s above 
the normal value. These Sadharana svara-s were in use only when the respective 
svara in the grama was weak, and were used in addition to the seven svara-s of the 
Murchana-s. 

Svara-s which are prominent in a melody are called Vadi, those which sound 
pleasant while rendered in relation to Vadi are called Samvadi, those which do not 
sound pleasant together are called Vivadi, those which are neither Samvadi or Vivadi 
are called Anuvadi. Both Bharata and Dattila give the condition of a distance of two 
sruti-s for svara-s to become Vivadi. Bharata also says that svara-s with a difference 
of 9 or 13 sruti-s are samvadi. 

Alaiikara-s, which stand for embellishment given to svara-s, have been mentioned 
by Bharata. These are of various types - Sthayi-Varna, Arohi-Varna, Avarohi-Varna, 
Sancari-Varna. 

1.2.1.3.3.4 Compositional Types 

The following compositional types have been mentioned in the NS and Dattilam: 

GTtaka-s - these were performed in the PGrvarahga that preceded the main drama. 
These are fourteen in number. 32 

NirgTta - NirgTta-s have both an instrumental part and a vocal part. These too were 
performed backstage in the Purvaranga before the main drama. 33 


32 Vide Musical Forms in Sarigitaratnakara, N. Ramanathan, p 130 

33 ibid, p 330 
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1.2.1.3.3.5 Tala-s 

The five basic Tala-s - Catcatputa, Cacaputa, Satpitaputraka, Sampakvestaka and 
Udghatta have been described in these works. The terms Kala and Pani have been 
used to describe the features of Marga tala-s. 

1.2.1.3.3.6 Instruments 34 

There are vivid descriptions of instruments in these works. They were classified as 
Tata (stringed), Susira (wind), Avanaddha (closed like the drum) and Ghana (solid) 
Vadya-s. Some details given about the instruments are: 

• The VTna has been dwelt upon at length. The flute has also been described. 
Percussion instruments like the Mrdanga, Puskara-s, Panava, Bheri, Dindima 
etc. have been mentioned. 

• The technique of VTna play is described in great detail in the Natyasastra. For 
rhythmic instruments, solfa syllables have been used to describe their play. 
Marga-s, Yati-s, tempos, Gati-s, Pracara-s, Sarhyoga-s, Karana-s, Jati-s and 
Prakara-s etc. have been mentioned in connection with them. Hand and finger 
strokes have been described in vivid detail. 

• The making of instruments - the quality of wood, hide etc. have also been 
described. 

1.2.2 Music of the Medieval Period in the Sarhskrta Tradition 

Post Natyasastra, the musicological works (Laksana grantha-s) indicate a bifurcation 
of the drama elements of Natya with the other elements. Now, many works such as 
Brhaddesi of Matanga and Manasollasa of Someswara appeared which dealt with 
‘SaiigTta’. SangTta consisted of Gita, Vadya and Nrtta. SangTta was similar to Natya 
but for the drama component being left out and being replaced with Nrtta which did 
not involve emotional expression but only body movements. In SangTta, the melodic 
component - Gana or GTta was prominent. Also, the Prabandha form, with its 


34 Vide History of South Indian (Carnatic) Music, Rangaramanuja Ayyangar, p 21 to 23 
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multiple varieties and sub-varieties, came into prominence. 

The SahgTta described in the Natyasastra was alluded to as ‘Marga SahgTta’ wheras 
the SahgTta described in the later texts, with Prabandha forms and varieties of Nrtta 
constituted ‘Desi SangTta’. Many works such as the Saraswati-hrdayalankarahara by 
Nanya Bhupala (a commentary on the NS) , Brhaddesi and Manasollasa describe 
Desi SahgTta. However, the first complete work which gives a very extensive picture 
of DesT SahgTta is the SangTtaratnakara, the magnum opus by Sarngadeva. This is a 
milestone work in Indian music which summarizes all previous major Laksana 
Grantha-s. 


The components of SahgTta can be pictorially viewed as below: 


Gita: (Gandharva & 
Prabandha), Singing, 
Venu and Vfna 



Vadya: 

Avanaddha 


Nrtta : 

Only Arigika 
Abhinaya 



Gandharva 

forms: 

GTtaka and 


Nrtta 


Marga Sangita 



Prabandha 


Nrtta : 

Suddha, 

GaundafT, 


Desi Sangita 

i- i- 
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The progress of the music in the Sarhskrta tradition from the ancient to the medieval 
period can be viewed as below: 
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1.2.2.1 DesTMusic as seen in BrihaddesP 5 

Scholars say that the Brhaddesi was composed not later than the 9 th Century AD. 
There are many remarkable features of the this work, which is seen as a bridge 
between Gandharva music as seen in the NS and Dattilam and DesT music as seen 
in Sarngadeva’s magnum opus, the SangTta Ratnakara. The main aspects of this 
work can be summarized as follows: 

• The term ‘DesT is mentioned for the first time in the history of Indian Music in 
this work. 

• Matanga mentions Grama Raga-s and also the other types of Raga-s - 
Bhasa, Vibhasa and Antarabhasa. He gives descriptions of different Raga-s. 

• There is mention of seven types of GTtTs which stood for styles of rendering of 
Grama Raga-s. 

• This work mentions KGtatana-s, i.e. Tana-s where the svara-s are not in order. 

• We see a new type of Sadharana - Kaisiki Sadharana which has two varieties 
- Sadja Sadharana and Madhyama Sadharana. In the former, ni moves up by 
one sruti (now being called Kaisiki Nisada) and sa moves down by one sruti 
(now being called Cyuta Sadja). In the latter, ga moves up by one sruti and 
ma moves down by one sruti (taking the names of Sadharana Gandhara and 
Cyuta Madhyama respectively). 

• Matanga has clearly defined the relationship between Sruti and Svara, in 
terms of species-individual (Tadatmyam), illusory (Vivarta), Effect 
(Karyatvam), Transformation (Parinama), manifestation (Abhivyanjakata). He 
gives examples for all these, and say that svara is supported by Sruti (AsryT 
sruti - Asraya sruti relationship) 


35 Vide Brhaddesi of Matanga, Ed. Prem Lata Sharma, Anil Behari Beohar, IGNCA 
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• In this work, we see the Dvadasa svara Murchana, i.e. MGrchanas with twelve 
notes instead of seven notes. 

• The KinnarT Vina with movable frets was introduced by Matanga. Due to this, 
the suddha and vikrta forms of the same svara could be obtained by moving 
the fret. It is believed that this sowed the seeds of the latter-day Mela system. 

36 

• Matanga has given illustrations of Jati, Alarhkara, Grama Raga and GTti-s. 

1.2.2.2 Other important works in the medieval period before Sahgitaratnakara 
Post BrhaddesT, there were many works written on music upto the period of the 
Sahgitaratnakara. Some of them are not availble. Following is a gist of some of the 
important works that are available: 

1.2.2.2.1 Bharatarnava by Nandikeswara 

This author has been quoted by Abhinavagupta, the commentator NS 37 . As the latter 
wrote his commentary in the 11 th century 38 , this work must be prior to that. Most of 
the information given is about dance. The only chapter which is relevant for music is 
on Tala-s 39 . The description of 108 Tala-s are given. The first five are the 
fundamental Marga Tala-s Catcatputa, Cacaputa, Satpitaputraka, Sampakvestaka 
and Udghatta. In the structural descriptions of the Tala-s, Pluta, Guru, Laghu and 
Druta are used. In some cases, Virama is also used. 


36 Vide Evolution of Raga and Tala in Indian Music, M.R. Gautam, p 101 

37 Vide Dr. V. Raghavan, Some Names in Early Sangita Literature, Sangeet Natak Akademi Bulletin 
No. 6, page 
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38 Vide Musicological Literature, Emmie te Nijenhuis, Otto Harrassowitz -Wiesbaden, 1977, P 8 

39 Vide Bharatarnava of Nandikeswara, Ed. K. Vasudeva Sastri, Sarasvati Mahal Library, 1998 
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1.2.2.3 Manasollasa by Someswara 

This work has been composed in the year 1131 A.D 40 . This work has 5 sections 
(called Virhsati) of 20 chapters each. Information on music is given in 2 chapters, 
Gita Vinoda and Vadya Vinoda which come under the Vinoda Virhsati. A 
summary of the information on music given in this work follows. 41 

Audiences, Composers and Singers : The work talks about different types of 
audiences and which types of music are liked by whom, qualities of 
Vaggeyakara-s (composers of song and lyrics) and singers. 

Gamaka-s: The 7 Gamaka-s Purita, Kampita, Lina, Andolita, Tiripa, Tribhinna, 
Ahata have been described. 

Prabandha-s: Many different Prabandha-s have been described. It has been said 
that for Vrtta type of Prabandha, there is no rule pertaining toTala, but only the 
Chandas (meter) is important. Different types of Vrtta-s - Sisubhrta, RukmavatT 
etc. have been described on the basis of their metres. 

Raga-s: A total of 80 Raga-s have been described, out of which 5 are ‘Suddha’ , 

5 are ‘Bhinna’, 3 are ‘Gauda’, 8 are ‘Raga’, 7 are ‘Sadharana’ and the rest 52 are 
all DesT Raga-s. 42 

Musical Instruments: The Vadya Vinoda classifies Vadya-s (musical instruments) 
into Tata (string), Vitata(skin), Ghana(solid) and Susira(wind) instruments. There 
is also another demarcation of instruments into those played solo, accompanying 
voice, accompanying dance and accompanying both voice and dance. Many 

40 Vide Dr. V. Raghavan, Some Names in Early Sangita Literature, git Natak Akademi Bulletin No. 6, 
page 26 

41 Vide Dr. T.S. Sathyavathi's unpublished Thesis on Manasollasa submitted to Bangalore University 
for a Ph.D. Degree awarded in the year 2002. Also referred to is Manasollasa Ed. By G.K. 
Shrigondekar, Oriental Institute, Baroda, 1961 

42 Vide ‘Raga-s of Manasollasa’, Smt. Hema Ramanathan, www.musicresearch.in , last accessed on 
24-Sep-2013 
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examples of instruments like Pataha, Hudduka, Bheri, Varhsa, Sankha, VTna etc. 
have been given. The structure and playing technique of stringed instruments 
and percussion instruments have been mentioned. After this, follows a 
description of Vadya Prabandha-s. The last part of Vadya Vinoda talks about 
wind instruments - their structure and technique of playing. 

Tala-s : In the Vadya Vinoda chapter, there is a brief description of the structure of 
some DesT Tala-s. Dhruta, Laghu, Guru and Pluta are used in the structure of the 
Tala-s. 

Some interesting features of the description of music in this Grantha are: 

> Mention of ‘Marga’ and Desi’ is seen in the author’s description of himself. 

> In the classification of Prabandha-s, the categorization of All, SGda and 
ViprakTrna (as in the SangTtaratnakara) is not seen. 

> It is interesting to know that both Vrtta and non-Vrtta Prabandha-s of the same 
name have been described consecutively, e.g. Dandaka and Dandaka Vrtta. 

> In the classification of Raga-s, the word ‘Marga’ has not been used to 
describe Bharata’s Raga-s. The Raga-s have not been classified as 
Gramaraga, Uparaga, Bhasa, Vibhasa and Antarbhasa. However, the ‘Raga’ 
category of Marga Raga-s has been named. The Raga-s mentioned have not 
been linked to any Grama or Jati. 

> In the list of Tala-s, only DesT Tala-s are mentioned, and not Marga Tala-s. 
This Grantha is the first available grantha to talk about DesT Tala-s. 

> Tala-s have been classified as being Tryasra, Caturasra, Khanda and Misra. 

> The Marga-s for Tala-s have been given as Vartika, Daksina, Chitra and 
Chitratara. 
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> It is significant to note that the EkatantrT (one-stringed) Vina has been 
mentioned. 

> Druta, Laghu, Pluta and Guru have been mentioned in the structure of DesT 
Tala-s. The word ‘Virama’ has also been used for describing the structure of 
some Tala-s. 

1.2.2.3.1 SarigTtacGdamani by Jagadekamalla 

This work was composed between 1138-1150 A.D 43 . The published edition contains 
only some sections and appears incomplete 44 . The following is a summary of the 
information contained in the work. 

DesT SaiigTta, Gita, Svara, Prabandha and Nada : The first section talks about the 
features of DesT SaiigTta, the importance of GTta, three types of svara and about 
Nada. This is followed by a section on Prabandha. There is another section 
mentioning the seven svara-s and their association with deity. 

Tala-s: Marga and DesT Tala-s have been described. Then comes the description of 
characteristics of a Tala. A list of 101 Tala-s with their structural features is given. 

Musical instruments: There is a brief section on instruments which appears 
incomplete. 

Raga-s: A list of Raga-s and the features of some of the Raga-s in musical notation 
have been given in this work. 

Some interesting aspects noted about this Grantha are: 

> Seven of the Pranas of Tala are mentioned, though the word Prana is not 
used - Jati, Matra, Marga, Graha, Laya, Yati and Prastara. 

43 Vide Sangltacudamani by Jagadekamalla, Ed. D.K. Velankar, Oriental Institute, Baroda, 1958, page 
2 of Introduction 

44 Reference is from Sangltacudamani by Jagadekamalla, Ed. D.K. Velankar, Oriental Institute, 
Baroda, 1958 
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> In the list of Jati-s, Caturasra, Tryasra, Khanda and Misra are mentioned. 
However, in the descriptions of the Tala-s, the set of Tala-s have been 
classified into Caturasra and Tryasra only. 

> Pluta, Guru, Laghu, Druta and Virama have been used to describe the 
structure of the Tala-s. 

> The Marga-s described for Tala-s are Vartika, Daksina, Citra, Citratara, 
Citratama and Aticitratama. 

1.2.2.3.2 Bhavaprakasana by Saradatanaya 

This work has been written in the time period 1175-1250 A.D. and is mainly about 
Rasa and Dramaturgy. 45 The musical information in this pertains to a description of 
production of Nada and Sruti in the body. 46 

1.2.2.3.3 SaiigTta-samaya-sara by Parsvadeva 

Based on the quotations in this work, it is said to have been composed between 
1165 and 1330 A.D. 47 The author seems to have been influenced by the 
Manasbllasa and quotes this work verbatim in some places. Following is a gist of the 
information given in this work 48 : 

Marga and DesT SaiigTta : In this work, there is description of Marga and DesT 
Sangita. The definition of DesT has been given in the 2 nd Chapter as the music of the 
women, cowherds, children and kings which is sung according to their pleasure in 
different countries (regions). 


45 Vide Dr. V. Raghavan, Some Names in Early Sangita Literature, Sangeet Natak Akademi Bulletin 
No. 6, page 28 

46 Vide Bhavaprakasana of Saradatanaya, Ed. Yadugiri Yatiraja Swami and K.S. Ramaswami Sastri, 
Oriental Institute of Baroda, 1968 

47 Vide Dr. V. Raghavan, Some Names in Early Sangita Literature, git Natak Akademi Bulletin No. 6, 
page 29 

48 Vide Sangltasamayasara, Ed. Ganapati Sastri, Trivandrum Government Press, 1925 and Sanglta- 
Samaya-Sara, Ed. KC Brihaspati, Kundakundabharati, Delhi, 1977 
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Svara and Sruti : The author discusses the concept of Sruti and Svara. He gives the 
names of 66 sruti-s in the 3 registers - Mandra, Madhya and Tara, with 22 sruti-s 
being alloted for each register. A description of VadT, SamvadT, AnuvadT and VivadT 
svara-s has been given. 

Alapti: The two types of Alapti - Baddha and Anibaddha have been mentioned. The 
detailed stages of Ragalapti with the four svasthana-s has been described. 
RGpakalapti has also been described. 

Gamaka-s and Alaiikara-s : The four types of Alankara-s SthayT, ArohT, AvarohT and 
Sancarl are mentioned. 7 Gamaka-s have been mentioned - Sphurita, Kampita, 

Lina, Ahata, Tribhinna, Andolita and Tiripa. 

Sthaya, Thaya and Kaku : Different Sthaya-s have been named. The author speaks 
of four instruments or Karana-s of Sthaya - Sthana, Tana, Gamaka and Mana. A 
technique called Kaku has been mentioned, which is related to emphasising the 
significant characteristics of a Raga. This is of six types - Svara Kaku, Raga Kaku, 
Desa Kaku, Ksetra Kaku, Anya Raga Kaku and Vadya Kaku. Another concept, 
‘Thaya’ is introduced as the same as ‘Anyaragakaku’ which is the resultant of the 
demonstration of the shade of another Raga in a particular Raga. The DesT names of 
Thaya such as ‘Gananace Thaya’ have been recorded in this work. Thaya and 
Sthaya have been used interchangeably. 

Raga-s : Raganga, Bhasanga Upanga and Kriyanga have been mentioned. Totally, 
there are 101 Raga names given out of which only the popular Raga-s have been 
described. 49 

Prabandha-s : The Dhatu-s of Prabandha-s - Dhruva, Abhoga, Melapaka and 
Udgraha have been described. The various Anga-s Pada, Tena, Biruda, Pata, Tala 
and Svara have been taken up next. Five Jati-s of Prabandha-s have been 

49 Vide ‘Raga-s of SarigTta Samaya Sara’, Smt. Hema Ramanathan, www.musicresearch.in , last 
accessed on 24-Sep-2013 
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enumerated. Many different Prabandha-s have been described. The classification of 
Prabandha-s into three types - Ali, Suda and ViprakTrna has been explained. 

Alikrama and SGda krama are associated with Ali and Suda Prabandha-s 
respectively. 

Musical Instruments : The standard classification of instruments into Tata, Susira, 
Avanaddha and Ghana is seen in this work. Examples for each type of instruments 
are given such as Vina, KinnarT, Pataha, Hadduka etc. have been given. 

Tala-s: A fter defining Tala, Kala and enumerating Pluta, Laghu and Druta, the author 
talks about Sasabda and Nisabda Kriya-s Samya, Sannipata etc. He also mentions 
the Matra-s Dhruvaka, Sarpini etc. Three Laya-s (Druta, Madhya, Vilambita) and 
three Graha-s (Sama, Srotogata and Gopuccha) have been described. The Tala 
varieties of Caturasra, Tryasra, Misra, Khanda and SankTrna have been mentioned. 
The last section deals with Prastara in Tala but this appears to be incomplete. Only 
the definitions of Drutasankhya, Laghusankhya, Nasta and Uddista are given. 

Audience, composers, singers and instrumentatlists: The qualities of a Sabhapati 
(Head of a gathering) have been enumerated. The remaining elements of a Sabha 
(gathering) such as the Sabhapati’s consort, Vilasinf-s, Saciva-s, Vaggeyakara-s, 
poets, Nartaka-s etc. have also been touched upon. After this follow the qualities and 
faults of a Vaggeyakara (composer of both Matu and Dhatu of a composition). This is 
followed by the qualities and faults of a Gayaka (singer). Then follow qualities and 
faults of instrumentalists - flautists and Vina players. This is followed by qualities and 
faults of a dancer. 

> The 66 names of sruti-s are associated with the three registers but not 
associated with tonal qualities like in the SR. Looking at the names, it is 
easy to assume that they refer to pitch positions. 

> There is no mention of Grama Raga-s. Only DesT Raga-s have been 
enumerated and described. 
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> After describing SGda krama for Suddha SGda-s, the krama for Salaga 
SGda-s has been described. This is a deviation from the Manasollasa 
which the author follows to a great extent. 

> The Marga-s Citratara, Citratama and Aticitratama have been mentioned 
in addition to Citra, Vartika and Daksina. The first three are said to be 
‘DesT’ Marga-s. 

> The word ‘Talaiiga’ has been used to describe Laghu, Guru, Pluta etc. We 
do not find the term ‘Anga’ in the Sangitaratnakara to describe these. 

> Virama has been used in the structures of various Tala-s. 

> In describing the qualities of Vaggeyakara-s, the classification of them into 
Uttama, Madhyama and Adhama is done based on their knowedge of 
Marga and Desi music. 

> Another classification of Vaggeyakara-s into Uttama, Madhyama and 
Adhama is given based on their handling of SGda krama and handling of 
Suda-s and Salaga Suda-s. 

> Both Alapti and Alapa have been mentioned, the former while describing 
qualities of a Gayaka and the latter while describing qualities of an 
instrumentalist. 

1.2.2.3.4 SarigTtasudhakara 

This work was composed in 1150 AD 50 . It consists of 7 chapters devoted to Nada, 

Raga, The quality of composers, Prabandha, Tala, Instruments and Dance. 

Following is a summary of the main points described in this work. 51 

Instruments: In the chapter on instruments, there is a classification of instruments - 


50 Vide Dr. V. Raghavan, Later Sangita Literature, Sangeet Natak Akademi Bulletin No. 17, 1960 

51 Vide Manuscript of SarigTta Sudhakara, MS No. 179 from a microfilm collection of IKSV 
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Susira(wind), Tata (stringed), Vitata(skin) and Ghana(solid) instruments. The 
examples quoted for each of these types are the flute, Vina, Mrdartga and ‘Tala’ - 
the brass cymbals. A detailed description of the flute is given which encompasses 
the physical features and the qualities of a flutist. Different types of Vina and their 
playing techniques have been mentioned. The instrument Brahma Vina which has 
only one string has been mentioned. The other five types of Vina mentioned are: 2] 
Alapini or Alavani 3] Kinnari 4] Kailasa 5] Pinaki 6] Akasa . There were 3 varieties of 
the Kinnari Vina as Haripala saw it - Brihat, Madhyama and Laghu. All had movable 
frets varying in number from 14 to 18. 52 The author then goes on to describe the 
other types of instruments - Mrdanga, Cymbals etc. 

Sruti and Svara : The next chapter talks about the 22 sruti-s and svara-s. The Grama 
system has been described here. The Gandhara Grama also finds a mention. After 
this, Murchana-s and Tana-s have been described. The Jati-s numbering 18 have 
also been mentioned, giving the names of the Jati-s belonging to the Sadja and 
Madhyama Grama-s. The Arhsa and Nyasa for the Jati-s have been mentioned. 
Their distinguishing features such as Alpatva, Bahutva etc. have been mentioned. 

Jati Sadharana and Svara Sadharana have been described. 

Alankara and Gamaka : Four Varna-s and thirteen alankara-s have been named. 7 
gamaka-s have been mentioned. It is interesting to note that the author names only 7 
gamaka-s identical to those described in the SSS. 

Raga-s : A list of Raga-s have been named and their laksana-s described. Among 
them are Marga and DesT Raga-s. 

Compositions: Two types of GTta-s - Nibaddha and Anibaddha have been described. 
Prabandha is defined as that which has 6 anga-s and 4 dhatu-s (Dhruva, Udgraha, 
Melapaka and Abhoga). Many types of Prabandha, Dvipadi, Catuspadi, Ela, Dhenki, 

52 Vide http://www.indiaheritage.org/perform/music/vina.htm last accessed on 24-Sep-2013 
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Larhbhaka, Ekatali etc. have been mentioned. 

Tala-s: In the Tala section, Haripaladeva mentions 4 types - Caturasra, Tryasra, 

Misra and Khanda. The five basic Tala-s (called ‘AdT Tala-s’ in this work) - 
Caccatputa, Cacaputa, Satpitaputraka, Sampakvestaka and Udghatta have been 
mentioned. Druta, Laghu, Pluta have been described. Many Tala-s and their features 
have been described. AtTta, Anagata, Sama and Visama graha-s have been 
mentioned. 

1.2.2.4 SahgTtaratnakara 

This work was written by Sarngadeva in the 13th Century A.D. The author was 
patronized by the Yadava King Singhana, whose capital was Devagiri (the present 
Daulatabad, in the South Maharashtra). 

This work deals with SangTta, which is a composite art consisting of Gita (melodic 
forms), Vadya (instruments) and Nrtta (dance). SangTta has two varieties - Marga- 
SangTta and DesT-SangTta. Marga-SangTta is the Natya (Drama) described by 
Bharata in his NS. DesT-SangTta represented a tradition different from Marga and it 
varied from region to region. 53 Though he has also touched upon the aspects of 
Marga-SangTta, Samgadeva's primary aim in this work is to describe the DesT- 
SangTta. 

The SahgTtaratnakara is a monumental work which is a compilation of all the 
important works before it such as Natyasastra, Dattilam, BrhaddesT, 
SarasvatThrdayalankarahara and the commentary of Abhinavagupta on Natyasastra. 
The folllowing instances show Samgadeva’s delineation of older music: 

• Instances of Jati music have been given in the SR, with solfa notation using 
the syllables sa, ri, ga, ma etc. 


53 Vide ‘Sarigitaratnakara of Sarngadeva’ by Dr. N. Ramanathan, www.musicresearch.in , last 
accessed 24-Sep-2013 


34 






Chapter 1 


Indian Music before the Vijayanagara Period 


• Mention of past Raga-s and description of Raga-s prevelant in the time period 
of SR is seen. 

The SR has deeply influenced many subsequent works, such as SangTtaraja by 
Maharana Kumbha and SangTta-sudha by Govinda DTksita. It is unsurpassed in its 
comprehensive treatment of all aspects of SangTta. 54 It has been compared to a 
‘DehalT PradTpa’ a lamp which illuminates both the inside and outside i.e. it throws 
light both on works of the ancient period and the medieval period. 55 

The importance of the SangTtaratnakara can be gauged from the fact that many 
commentaries were written on it. Among these, SangTtasudhakara of Simhabhupala 
(written in the 14 th Century AD) and Kalanidhi of Kallinatha (written in the 15 th 
Century AD during the Vijayanagara period) are well known. The Kalanidhi 
commentary shall be dealt with in the subsequent chapter. 

Sarngadeva was so confident of his knowledge that he called himself Nihsanka i.e. 
‘one without a doubt’. In 7 chapters, he has dealt with all important aspects of 
SangTta. 

The seven chapters are: 

1. Svaragatadhyaya 

2. Ragavivekadhyaya 

3. PrakTrnakadhyaya 

4. Prabandhadhyaya 

5. Taladhyaya 

6. Vadyadhyaya 


54 Indian Music by Dr. Thakur Jayadeva Singh, p 110 

55 Vide Dr. Premalatha Sharma’s introduction to ‘SangTtaratnakara of Sarngadeva, Text and English 
Translation by Dr. R.K. Shringy’, Page xii) 
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7. Nartanadhyaya 


1.2.2.4.1 Svaragatad hyaya 

The Svaragatadhyaya is further divided into 8 Prakarana-s or Sections. The following 
are important points covered in this chapter: 

• The author talks about the origin of Nada in the body and about the 22 sruti 
system. The 22 sruti-s are microtonal intervals which encompass an octave. 
The 7 svara-s reside in the 22 sruti framework. 

• The author takes up the svara system and mentions 7 Suddha (pure) and 12 
Vikrta (variant) svara-s. 

• The relative importance of svara-s in the melodic structure is shown by the 
designations of VadT, SamvadT, VivadT and AnuvadT svara-s. 

• Other details regarding the svara-s such as the animal/bird sounds associated 
with them, the castes, colours, islands, seers, metre and aesthetic tastes 
associated with them are given. 

• A description of the 3 Grama-s, Sadja, Madhyama and Gandhara is given. 
The Murchana-s associated with these Grama-s are mentioned. A description 
of Tana-s -Suddha and Kuta Tana-s and Krama-s is given after this. 

• The description of Sadharana (which means ‘common’) is given. The two 
types of Sadharana- svara and Jati are dealt with. 

• Varna and Alankara are described. The former refers to the different kinds of 
movements taken by a melodic line and the latter to ornamental patterns of a 
svara decorating a melodic line. 

• The names and characteristics of 18 Jati-s are given. They are also classified 
as 'Suddha', 'Vikrta' and 'Sarhsaragaja'. The characteristics or the laksana-s 
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that are used for a describing a Jati such as Graha, Arhsa and Nyasa etc. are 
also mentioned. The notation of songs based on the Jati-s is also given. 

• Forms Kapala and Kambala are described. In the same section, GTti-s are 
described. GTti is a variation brought about through changes in the duration of 
either syllables of the text or actions of the Tala of a song. 

1.2.2.4.2 Raga-viveka-adhyaya 

This chapter deals with both Marga and DesT Raga-s. The Margaraga-s have 6 
varieties - Gramaraga, Uparaga, Raga, Bhasa, Vibhasa and Antarabhasa. Of these, 
the Gramaraga-s resemble the Jati-s closely. Uparaga-s and Raga-s are similar to 
Gramaraga-s. Bhasa-s, Vibhasa-s and Antarabhasa-s are derivatives of Gramaraga- 
s and Uparaga-s and represent different tunes of the parent Raga. Notation for 
songs based on Gramaraga-s (called Aksiptika) is given. 

Desi Raga-s are of 4 types - Raganga, Bhasanga, Upanga and Kriyanga. The first 
two are derived from Gramaraga and Bhasa respectively. Kriyanga-s are melodic 
themes used in dramatic performances to depict different emotions. 

1.2.2.4.3 PrakTrnaka-adhyaya 

The third chapter deals with different topics such as composers of text and song, 
qualities of singers, Gamaka (embellishment given to a svara), Sthaya (short melodic 
phrases of a Raga) and Alapti (melodic improvised elaboration of a Raga either as 
part of a song or as a prelude to it). 

1.2.2.4.4 Prabandha-adhyaya 

In this chapter, there is an elaborate description of the musical form - Prabandha. 
The two important aspects of a Prabandha - ‘Dhatu’ and ‘Atiga’ are elaborated upon. 

Dhatu represents the sectional structure of Prabandha. There are five sections, 
namely Udgraha, Melapaka, Dhruva, Abhoga and Antara. Of these, Udgraha is the 
first section. Dhruva is the most important section which cannot be omitted. 
Melapaka is a minor section which serves as a link between Udgraha and Dhruva. 
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Abhoga is the last section containing the names of the composer. Antara appears 
only in Salaga Suda prabandha-s and is the linking section between Dhruva and 
Abhoga. There are prabandha-s which have only 2, 3 or 4 dhatu-s. 

Anga represents the 3 musical aspects of a song - Svara, text and Tala. Svara is 
the melodic structure which is denoted by the solfa syllables sa, ri, ga etc. The text is 
of 4 types - Biruda containing eulogistic texts about the patron of the composer, 
Tenaka comprising meaningless syllables ‘Te’ and ‘Na’, Pata comprising 
meaningless syllables which are indicative of the sounds produced by Avanaddha 
Vadya-s and Pada comprising meaningful text. 

Prabandha-s are of 3 types - Suda, Ali and ViprakTrna. Suda prabandha-s are 
further classified as Suddha and Chayalaga. 


1.2.2.4.5 Tala-adhyaya 

This chapter deals with both Marga tala-s and DesT talas. 

The 5 Marga Tala-s enumerated by Bharata are described here: Caccatputa, 
Cacaputa, Satpitaputraka, Sampakvestaka and Udghatta. 

The features of these Tala-s in terms of the time units - Laghu, Guru and Pluta -, the 
hand movements or Kriya-s; the Kala-s denoting different speeds - Ekakala Dvikala 
and Catuskala have been described. 

The description of musical forms called 'GTtaka-s' is also found here. GTtaka-s are set 
to rythms which comprise Marga Tala structures. 

The next part of the chapter deals with DesT Tala-s which are used in the 
prabandhas and which number 120. The breaking up of a component of a Tala - 
Guru, Laghu or Pluta into smaller units Druta and Laghu is called Prastara. To aid in 
the process of arriving at the Prastara, there is a process of tabulation under the 
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heads Sahkhya, Nasta, Uddista, Patala etc. where mathematical algorithms are 
used. 

1.2.2.4.6 Vadya-adhyaya 

This chapter describes the various musical instruments classified as Tata (Stringed 
instruments), Susira- (Wind instruments), Avanaddha- (Drums which are vessels 
covered by streteched membranes) and Ghana (Solid pieces like Bell, Cymbals 
etc.). There is elaborate description of the manufacture and also technique of playing 
on these instruments which are classified under these four heads, such as EkatantrT 
Vina, Vamsa, Pataha etc. 

1.2.2.4.7 Nartana-adhyaya 

This chapter has two parts, the first dealing with Nartana and the second with the 
Nine Rasa-s. Nartana represents Nrtta, Nrtya and Natya based on the movements of 
the limbs of the body. Of these, only Nrtta is relevant to SangTta. The various 
elements of Nrtta like Hasta, Karana, Angahara and Carl are described in this 
section along with the characteristics of a good dancer and teacher. The different 
kinds of performance of sangita involving the three aspects of Gita, Vadya and Nrtta 
are elaborated upon. 

The Nine Rasa-s, namely, Srngara, Vira, Hasya, Raudra, Adbhuta, Karuna, 
Bhayanaka, BTbhatsa and Santa represent the different moods that are evoked in the 
audience by the performance of SangTta. 


1.2.2.5Laksana post SahgTtaratnakara and before the Vijayanagara period 

1.2.2.5.1 Sarrigadhara Paddhati by Sarrigadhara 

This work was composed in the 13 th century or the first half of the 14 th century AD. 
The following topics are covered in this work: 
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Nada, Svara-s, Grama-s, Jati-s, Gamaka-s and Raga-s: These have been described. 
36 Pravartaka Raga-s have been named. Seven Gamaka-s have been described. 

Composers, students, singers : The definitions of a Vaggeyakara (composer), Sisya 
(student), Gayana (singing) are given and the faults of a singer described. Six good 
features of singing are also given. 

Types of compositions : Salaga Suda, Suddha Suda Gita and Rupaka have been 
described. A concept called Pratyantara which pertains to a composition is 
described. 

Tala-s : The Tala-s Dhruvaka, Mantha, Pratimantha, Nissaruka, Adatala, Rasaka and 
EkatalT have been described. For each Tala, its varieties, Pada, Rasa etc. are 
mentioned. There is Prastara given for Tala and Varna. Tala, Gana, Laghu-Guru- 
Pluta Laksana-s have been described. 

1.2.3 Laksya Tradition of South India 

The four Southern states of Karnataka, Kerala, Tamilnadu and Andhra Pradesh had 
rich traditions of devotional music before the advent of the Vijayanagara empire. 
Some of these musical practices were not documented in musicological works. 
Following are brief descriptions of these. 

1.2.3.1 The Vacana tradition of Vfrasaiva-s 

1.2.3.1.1 VTrasaiva-s as musicians 

VTrasaiva-s have referred to singing in many of their compositions. Many of the 
Sivasarana-s are known to have played instruments, for example Allamaprabhu the 
Maddale, Sakalesa Madarasa several types of the Vina, Brahmayya the KinnarT, 
Marayya the Dakke etc. 56 Palkurki Somanatha has referred to Basavanna as ‘Kavi 
Pandita Gayaka Vadaka Cakravarti’ 57 which shows that he was well-versed in 

56 Vide ‘SarigTta Ksetrakke Vacanakarara Koduge’ by Sarvamangala Shankar, Basava Samiti, 2008, 
page 55 

57 ibid, page 99 
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singing and playing musical instruments. The Sivasarana-s have referred to musical 
terms such as Gamaka, Dhatu-Matu, Tala etc. in their Vacana-s. 

1.2.3.1.2 Forms 

The Virasaiva saints composed Vacana-s and Svara-Vacana-s. The latter were 
associated with specific Raga-s and Tala-s. The important question about Vacana-s 
is whether they were musical compositions. The Sivasarana-s (as the Virasaiva 
saints) themselves have used words such as ‘Haduve’ and ‘Paduve’ (which means ‘I 
sing’ in Kannada) in their compositions. Also, later poets such as Harihara who have 
composed poems in praise of the Sivasarana-s have referred to these Vacana-s as 
‘GTta’-s 58 . 


The opening section of the Vacana-s is called ‘Pallava’. This was followed by a two- 
line section (which is akin to ‘Anupallavi’ of Krti-s) and several sections. 59 

1.2.3.1.3 Musical Instruments 

Many instruments have been referred to in the Vacana-s. A Sivasarana, Adayya has 
referred to the classification of instruments into the four types - Tata, Susira, 
Avanaddha and Ghana (though these names have not been used) in one of his 
Vacana-s. He has given examples for each type of these instruments. 60 An 
interesting point is that apart from giving names Rudra Vina, Kinnari Vina and 
Kailasa Vina, he has also mentioned the ‘Tumburu Vina’. Perhaps this was the 
precursor to the Tamburi. 

1.2.3.1.4 Raga-s 

There are references to ‘Battisa Raga-s’ or 32 Raga-s in several Vacana-s of 
Sivasarana-s. Though the names of these Raga-s are not found in the Vacana-s 
themselves, Nijaguna Sivayogi (a Sivasarana who lived in the 15 th century) has 
given names of 32 Raga-s - Ramakri, BhGpali, Vata, Nati, Salaga Bhouli, Kambhoji, 


58 ibid, page 45 

59 ibid, page 52 

60 ibid, page 102 
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GujjarT, GundakrT, Malahari, Dhanyasi, Lalita, Sri, Phalamanjari, Bangali, Desi, 
Bhairavi, Devagandhari, Megharanji, Kurunji, Ahari, Pahadi, Goula, SindhuramakrT, 
Satikarabharana, Bhullati, Desaksi, Varali, Devagupti, Matigala Kousika, Narani, 
Arabhi. In the Svara-Vacana-s, the composers have given the Raga names as 
Madhumadhavi, Santamalahari, Dhanyasi, Malahari, Desi, Bhairavi etc. 61 Some of 
them belong to the BattTsa Raga group while others do not. 

1.2.3.1.5 Tala-s 

Allama Prabhu, who was a percussionist has mentioned ‘Yelu Tala’ (meaning 7 Tala- 
s), Suksma and SthGla in one of his Vacana-s. It appears that the latter two refer to 
the Tala Prana Kala. 7 Tala-s might refer to the Suladi Sapta Tala-s as they came to 
be known later. In the Svara-Vacana-s, the Tala-s RDpaka, Jhampe, Ata and Racita 
are given. Of these, the first 3 belong to the Suladi Sapta Tala group 62 . 

1.2.3.2 The Kirtana tradition of Haridasa Saints 

Beluru Kesavadasa, the well-known Haridasa scholar in his work ‘Bhakta Vijaya’ 
says that the Haridasa sect started in the 9 th century AD with Acalananda Dasa and 
others called ‘Adya’-s. In support of this, he quotes a Suladi of Vijayadasa saying 
that there were many Haridasa-s before Purandara Dasa. He gives the names of 
Acalananda and other Haridasa-s 63 . However, it is difficult to establish the time 
period of Acalananda Dasa with little historical evidence. Other scholars have a 
different view of the time period of the Adya’s as they feel that the language used by 
them appears to be closer to the 15 th Century AD 64 . 

Narahari TTrtha was a saint who was a direct disciple of Sri Madhvacarya, the 
founder of the Dvaita school of Vedanta. He lived upto 1333 AD. 65 He was not only 

61 Vide ‘SarigTta Ksetrakke Vacanakarara Koduge’ by Sarvamangala Shankar, Basava Samiti, 2008, 
page 91 and 92 

62 ibid, page 94 and 95 

63 Vide ‘Sri Karnataka Bhakta Vijaya’, Beluru Kesavadasaru, Navabharati Prakashana, 2011 

64 This was an input from Dr. T.N. Nagaratna. 

65 http://en.wikipedia.org/wiki/Naraharitirtha 
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a great Saint who composed commentaries on Acarya Madhva’s philosophical 
works, but was a minister of the King of Kalinga, who took over as regent on the 
death of the king and ruled Kalinga for for a period of twelve years till the prince was 
old enough to take over the kingdom. He is said to have composed many KTrtana-s 
in Kannada, out of which only three are available. 66 

Narahari TTrtha is credited with starting a monastry in SrTkakulam in Andhra Pradesh. 
It is said that Siddhendra Yogi (who is said to have started the Kucipudi style of 
dance with songs of ‘Bhamakalapam’ written for it) was influenced by the followers of 
Narahari TTrtha and was sent to Udupi for Vedic studies. He subsequently returned 
to SrTkakulam and became a Sanyasi. He then came to the present-day Kucipudi 
village and taught the Parijatapaharana, the first dance-drama of Kucipudi to 
brahmin boys. 67 Narahari TTrtha is also said to have brought dancers from Kalinga 
to SrTkakulam who taught the GTta Govinda, dance and music to the local dancers. 68 

SrT Narahari TTrtha also is said to have founded a dance-drama troupe of Dasavatara 
Ata, a precursor to Yaksagana, in Udupi. 69 

1.2.3.3 Sopana SangTtam 

This genre of music is said to have existed in Kerala from the time of the king 
Kulasekhara Varman, founder of the second Cera dynasty in the 9 th century AD. 
Sopanam refers to steps. Sopana SangTtam has been sung along the steps leading 
to the sanctum sanctorum of Kerala temples 70 . It is said to be a mix of Vedic, tribal 


66 http://en.wikipedia.org/wiki/Naraharitirtha , http://en.wikipedia.org/wiki/Sri_Kurmam , 
http://www.kuchipudi.com/origins/origins1 , last accessed, 24-Sep-2013 

67 Vide Kuchipudi: Indian Classical Dance Art, Sunil Kothari, Sunil Kothari & Avinash Pasricha 2001, 
page 31, last accessed, 24-Sep-2013 

68 ibid, page 25 

69 This is the opinion of Sri Bhannanje Govindacarya, Vedic scholar, Vide 
http://www.newworldencyclopedia.org/entry/Yakshagana , last accessed, 24-Sep-2013 

70 Vide https://www.indiavideo.org/malayalam/leela-omchery-sopana-sangeetham-6537.php , and 
http://en.wikipedia.org/wiki/Sopana_Sangeetham last accessed, 24-Sep-2013 
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and folk music of the region. There are several schools of Sopanam music and there 
is a long oral tradition of this music being carried down in generations of families 
dedicated to the art. The present-day form of this music has several distinct Raga-s 
like PurunTra, Indalam, Samantamalahari apart from typical Karnataka Raga-s. It is 
characterized by use of ‘a’ karam (singing using the ‘a’ sound) and some typical 
instruments like the Idakka (glasshour shaped drum) and cengila (metallic gong). 
While the historicity of the Raga-s and instruments cannot be stated with certainity, 
as the music is itself quite ancient, it is possible that some of the present-day 
features are also very old and pre-date the Vijayanagara period. 

1.2.3.4 Tirumurai and Divya Prabandham 71 

The Tirumurai and Divya Prabandham marked a revival of Tamil music starting from 
the 7 th century. These comprised hymns composed in the language of the people to 
spread the message of faith among the common people. 

The Tirumurai is a compendium of Saivite literature. It consists of 12 volumes, 
among which the first 7 are called Tevaram’ and are composed by the three saints 
Tirunavikkarasar (Appar), Tirugnana Sambandar and Sundarar. In addition to 
setting the songs to various pans, the Tevaram poems use rhythm or ‘Santham’ with 
syllables such as tana-tana-tana-tana etc.. The Tevaram hymns were composed in 
the 7 th and 8 th centuries. In the 12 th century, under the patronage of Raja Raja Cola, 
the priest Nambi Andar Nambi compiled the Tevaram and the works of other 
Naynmar saints in their lineage into 11 volumes. Nambi’s own compositions were 
included in the 11 th volume. The ‘Periya Puranam’ composed by Sekkizhar a 
century later was added as the 12 th book. 

The traditional of religious singing continued for many centuries during which singers 
known as Othuvars sang the Tevaram songs in temples. The musical knowledge 
and skills were orally passed on through generations. 

71 History of Music, Tamil Tradition, University of Madras course work, p 90-120 
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The Nalayira Divya Prabandham consists of 4,000 Tamil verses which were 
composed before 8th century AD. by the 12 Alvars, and was compiled in its present 
form by Nadamuni during the 9th - 10th centuries. In the 9 th - 10 th century, 

Nadamuni collated these works which were lost earlier and compiled them into their 
present form. The oral tradition of singing these hymns continues even till today. 

This work is the beginning of the canonization of the 12 Alvar Vaisnava saints. 

The Divya Prabandham sings the praise of Lord Visnu and his many forms. The 
sacred shrines where these hymns were sung were known as Divya Desam-s. The 
Thiruvaymozhi (words of the sacred mouth) are 1,100+ verses which are considered 
important, which were composed by Nammalvar. The Alvar-s are also known as 
Ubhaya VedantT-s or those who follow both Veda-s. 

1.2.3.5 The DesT theatre, Prabandha and Caturdandl Tradition 

The DesT theatre involved singing of Prabandha-s accompanied by drumming and 
dancing. There were two stages in its development - the first involved singing of 
Suddha Suda-s and other Prabandha-s. The second involved singing of Salaga 
SGda Prabandha-s. Elaboration of Prabandha as Pratigrahanika and BhanjanT was 
also done. 72 It is not clear when exactly the second stage started. In 
SangTtaratnakara, which was written in the 13 th century, we have mention of Salaga 
SGda-s but not in Manasollasa of the 12 th century. 

A Prabandha which became widely popular across the country was the Gita Govinda 
which was written in the 12 th century. Though it was written by Jayadeva in Orissa, 
its influence was such that commentaries were written on it all over the country. It 
reached as far as Kerala and the music of that region was impacted by it. 73 

The Caturdandl tradition was a departure from the earlier DesT theatre which 
involved drumming and dancing. This involved singing of Prabandha-s preceded by 

72 Vide Lecture given by Dr. N. Ramanathan in NT Madras, 24th Feb 2012 

73 Vide ‘Gita Govinda and the Artistic traditions of India’ by Dr. Kapila Vatsyayan, The Madras Music 
Academy Journal, 1974 
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Alapa and Thaya. Gopala Nayaka was a musician who was supposed to be an 
expert in the performance of CaturdandT. 74 Gopala Nayaka has been referred to 
twice by Kallinatha in his commentary on the SR, and also by Vehkatamakhi in his 
work CaturdandTprakasika. He was apparently a great performer and musicologist of 
the 13 th century AD. 75 

1.3 Summary 

Indian music had its roots in Vedic music on the one hand and ancient Tamil music 
on the other. Post the Vedic period, the Grama-MGrchana-Jati system was in vogue 
as elaborated in Bharata’s Natya Sastra, which appeared around 2 nd Century AD. 
Bharata’s system of music (which was called Marga by later writers) incorporates 
music as a part of Natya which comprised dance-drama (Abhinaya with Nrtya and 
Nrtta), Percussion (Vadya) and melody (Gita, Venu and Vina). Tamil music, as 
exemplified in Silappadikaram and other works had a well-defined musicological 
structure, prominent in which was the Pan-Palai system. 

In the next few centuries, the DesT system of SangTta seems to have come into 
prominence as elaborated in Matanga’s Brhaddesi. SangTta was diifferent from Natya 
in the sense that the dramatic element was left out and only Nrtta (body movement) 
was included. Post-Brhaddesi, many musicological works appeared which dwelt at 
length on the DesT tradition. These include Manasollasa, SangTtacGdamani, 
Bhavaprakasa, SarasvatT Hrdayalankarahara, Abhinavabharati and 
SangTtaratnakara. In the Desi tradition, there were two stages. In the first stage, 
musical forms such as Suddha SGda-s and other Prabandha-s were in vogue. In the 
second stage, the Salaga SGda-s came into prominence. Though it is difficult to 
pinpoint the start of the second stage, based on musicological and literary 


74 Vide Lecture given by Dr. N. Ramanathan in NT Madras, 24th Feb 2012 

75 Vide ‘Indian Music’ by Thakur Jayadeva Singh, Sangeet Research Academy, Calcutta, page 113- 
114 
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references, it can be said with certainity that the Salaga Suda-s were in vogue right 
from the 12 th century AD. These can be seen in the SangTtaratnakara and post- 
SangTtaratnakara works but not in works prior to it like the Manasollasa. 

The other development in the Desi system was in the concept of Raga-s. From 
Matanga-s times, the Raga system appears to be prominent. These were associated 
with the Grama-Murchana-Jati system initially and the Raga-s thus derived from 
Grama-s were called Marga Raga-s. These were classified as Grama Raga-s, 
Uparaga-s, Bhasa, Vibhasa and Antarbhasa. The Raga-s which were further derived 
from these were called Desi Raga-s and classified as Raganga, Kriyanga, Upanga 
and Bhasanga Raga-s. 

Regarding the Tala system, hundreds of Desi Tala-s were in vogue in the Desi 
tradition. The attributes of Tala-s such as Kala, Marga, Kala and Laya (which relate 
to time) and Prastara (which deals with logical division of Tala-s into components) 
were defined in musicological treatises. 

In practical music, notable were the devotional compositions of the Saivaite 
Nayanmar-s and the Vaisnavaite Alvar-s. The tradition of social and moralistic 
themes in musical compositions accompanied by intense devotion to the chosen 
deity was laid by these composers. The Alvar-s had the practice of singing in 
accompaniment to rituals in temples in Tamilnadu. In Kerala, Sopana Sangitam was 
in vogue in temples from the 9 th cenury AD which was a mix of Vedic and folk 
traditions. The Haridasa tradition in South India is believed to have started from Sri 
Narahari TTrtha who was a disciple of Sri Madhvacarya, the founder of the Dvaita 
school of Vedanta. Sri Narahari TTrtha has composed ‘Pada’-s or Kirtana-s in the 
Pallavi-Anupallavi-Carana format. It is said that the monastry and order he founded 
in SrTkakulam was a huge influence on Siddhendra Yogi, who evolved the Kucipudi 
dance. In Karnataka, the VTrasaiva saints composed a huge body of devotional and 
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moralistic ‘Vacana-s’. Though scholars are not in agreement on whether these were 
musical compositions, there are some musical concepts mentioned in some of these, 
which give the impression that the composers were knowledgable about music. The 
non-devotional music prevalent in South India comprised Prabandha-s. In about the 
13 th century, the Caturdandi tradition came into vogue. This inolved singing of the 
Prabandha with Alapa and Thaya, and represented a departure from the earlier DesT 
tradition which involved drumming and dancing. 

The developments described above constitute the musicological and musical 
atmosphere which pervaded South India prior to the emergence of Vijayanagara as 
a Seat of Music. 
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Chapter 2 Vijayanagara From A Cultural Historical Perspective 

2.1 Introduction 

The Vijayanagara Empire came into being in the early part of the 14 th Century when 
Southern India came under Muslim invasion. The Hindu kingdoms who were ruling 
this part of the country were weakened and eventually subdued by the Muslim 
forces. The Vijayanagara Empire rose to repel the Muslims and re-establish Hindu 
dominence. Over the next two centuries, the Vijayanagara Kings extended the 
empire to cover most of Southern India and established peace and stability in the 
region which was essential for cultural survival and development. This was the 
historical backdrop against which development took place in different cultural 
spheres such as literature and fine arts, of which music was an important part. This 
chapter gives a historical overview and also describes the cultural factors which 
stimulated musical activity in the Vijayanagara Empire. 

2.2 Political history of the Vijayanagara Empire 

2.2.1 Pre-Vijayanagara scenario: End of the Hoysala and other Hindu kingdoms 
A few centuries before the advent of the Vijayanagara Empire, several dynasties 
ruled over South India. Prominent among them were the kingdoms of KalyanT 
Calukya-s (extended from Kaveri basin in the south to Gujarat in the north between 
973 AD to 1195 AD), Pallava-s (extending over major parts of modern Tamilnadu 
between 4 th to 9 th Century AD), Ganga-s (extending over Kolar, Bangalore, Mysore, 
Mandya and Tumkur in Karnataka, between the 3 rd tolOth century A.D ), Rastrakuta- 
s (centred around Manyaketa in the Gulbarga region of modern Karnataka from 735 
to 982 AD) , Ch6la-s (extending over many parts of South India between 10 th to 11 th 
Century AD). In the next few centuries, these kingdoms gradually declined. Just 
before to the origin of the Vijayanagara Empire, other dynasties such as Hoysala-s, 
Kakatiya-s of Orangal (Warangal), the Seuna-s (Yadava-s) of Devagiri and the 
Pandya-s of Madurai/Madura were ruling in South India. At the close of the 
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thirteenth century, Delhi was ruled by the Sultan Alla-ud-din-Khilji (1296 AD -1316 
AD). The Delhi Sultanate attacked the Hindu Kingdom of Madura twice under the 
commanders Malik Kafur and Khusrav. These led to plunder of wealth and 
desecration of temples and images of Hindu deities. In 1323 AD, during the reign of 
Sultan Ghiyas-ud-din Tughluq (1320 AD - 1325 AD), his son Ulugh Khan (the future 
Muhammed bin Tughluq) captured Madura, making it the headquarters of the Muslim 
province in this region, known as Ma’bar. In 1334 AD Jalal-ud-dTn Ahsan Sah 
rebelled against the Sultanate of Delhi and established an independent Sultanate of 
Madura. He was soon succeeded by Ghiyas-ud-din Muhammad Sah Damaghani, his 
son-in-law. The establishment of Muslim authority in the region was resisted by the 
Hindu kings. The Hoysala king VTra Ballala III (1291 AD -1343 AD) laid seige at 
Kannanur, one of the strongest forts held by the Muslims of the Ma’bar Sultanate. 
Though initially, the Hoysala Army was in a stronger position, they were 
treacherously routed by the Muslims and Vira Ballala was killed and flayed. His skin 
was filled with straw and displayed on the wall of Madura 76 . The Pandya-s had 
become weak rulers because of a civil war between two warring Pandya Princes. 
Ramadevaraya of Devagiri too had fallen before the Muslims. His deputy, Mummadi 
Siriga, fled south to Tungabhadra to establish the Kampili kingdom. His successor 
Kampiladevaraya consolidated tried to consolidate his kingdom. However, he too 
was killed by Delhi horsemen in 1327 AD. Thus, within a short period in the 14 th 
century AD, all the old Hindu centres of power had been virtually vanquished by the 
Muslims. This created a political vacuum in South India which was aptly filled 
subsequently by the Vijayanagara Empire 77 . 


76 Vide The History and Culture of the Indian People, Volume VI, Bharatiya Vidya Bhavan, p 230 - 234 

77 Vide Dr. Suryanath U Kamath, A Concise History of Karnataka by Dr. Suryanath U. Kamath, p 157. 
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2.2.2 The Vijayanagara Empire (1336 AD to 1565 AD) 78 

There are two theories about the origin of the Vijayanagara Empire: 1) The Telugu or 
the Warangal Origin theory and 2) The Kannada Origin theory. Historians supporting 
the first theory say that the two brothers belonging to the Sahgama dynasty - 
Harihara I and Bukka I who founded the Vijayanagara Kingdom were officers at the 
court of Warangal. After the fall of the Kakatiya capital, they fled and took refuge 
under the ruler of Kampila. When Kampila was also sacked by the Sultan’s army, he 
had them converted to Islam and appointed as governors of the Southern provinces. 
Soon after, they came under the influence of Sage Sri Vidyaranya and were 
reconverted to Hinduism. They rebelled against the Delhi Sultanate and established 
the Vijayanagara Kingdom. They were at war with the other Southern Kingdoms 
including the Hoysala-s and fought them to establish supremacy. The second theory 
of Vijayanagara’s origin mentions that the Sahgama brothers had matrimonial 
alliance with the Hoysala-s and did not have discord with the latter. The Hoysala 
King Vira Ballala III (1291 AD -1343 AD) tried to unite the Hindu kings and chieftans 
before his death to fight Muslim dominance in the region. He was however killed 
cruelly and his son VTra Ballala IV too died soon after. The Sahgama brothers carried 
the ideals of the Hoysala-s and founded the Vijayanagara Kingdom which was soon 
to become a Hindu stronghold which repelled the power of the Muslims 79 . 

Irrespective of the accuracy of the two theories, historical facts show that the 
Vijayanagara Empire was established by the brothers Harihara I and Bukka I 
between 1336 AD and 1346 AD. During the next two centuries, this Empire was 


78 In the War of Talikota, the Vijayanagara army was routed and King Aliya Ramaraya killed. The city 
of Hampi was plundered by the armies of the Muslim Sultanates and was never re-occupied. The 
Vijaynagara Kingdom however, did continue after the war when Tirumala Deva Raya, Aliya Rama 
Raya’s brother moved to Penukonda But the scope of this research is restricted to the period upto 
1565 AD. 

79 These theories of the origin of the Vijayanagara Empire are as per Dr. Suryanath U Kamath, A 
Concise History of Karnataka, page 158-159. 
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ruled by four dynasties - the Satigama dynasty, the Saluva dynasty, the Tuluva 
dynasty and the Aravidu dynasty which had several great rulers. Section 2.5 gives a 
list of these rulers with the time periods of their reign. A brief overview of these 
dynasties is as follows 80 . 

2.2.2.1 Sahgama Dynasty {(1336 -1346) AD to 1485AD)} 

King Harihara I (1336 AD - 1357 AD) was the first ruler of the Sahgama dynasty who 
was not only a conqueror but a good administrator. He jointly ruled the Empire along 
with his brother Bukka I and appointed his other brothers Kampana, Muddappa and 
Marappa as viceroys over various regions. He succeeded in establishing control over 
the northern parts of the Hoysala kingdom from the West Coast to the East. He 
eventually brought most of the territory south of the Tungabhadra under his reign. 

He and his brothers considered the pontiffs of the Srngeri Mutt, SrT VidyatTrtha and 
SrT Vidyaranya as their preceptors and made grants to them. Under the reign of King 
Bukka I (1350 AD -1377 AD) the Arcot region was captured, the Reddy-s of 
KondavTdu were subdued and the region around Penukonda captured. The 
Sultanate of Madurai was ended and the region came under the rule of King Bukka I. 
Goa too came under his control and the rulers of Malabar and Ceylon paid tribute to 
him. King Harihara II (1377 AD -1404 AD), the son of King Bukka I, extended the 
empire beyond Goa to Chaul. In Andhra, he captured the Udayagiri fort and fought 
the Velama-s to capture Pangal to the north of the Krsna. His successors VirGpaksa 
and Bukka II had short-lived reigns and were replaced by King Devaraya I (1406 AD 
-1422 AD) who extended his rule in the North-East and started the rivalry with the 
Kalinga (modern Orissa) kingdom. He was succeeded by Ramacandra and 
Vijayaraya. The latter’s son King Devaraya II (1425 AD -1446 AD) was a great 
Emperor who defeated the BahmanT-s and successfully fought the Gajapati-s of 
Kalinga. He also captured KondavTdu from the Reddy-s. Southern parts of Kerala, 


80 Vide A Concise History of Karnataka by Dr. Suryanath U Kamath, p 161-172. 
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around Quilon were included in his empire. The rulers of Ceylon and Burma paid 
tribute to him and he was feared by the ruler of Calicut. Devaraya II was an able 
administrator and a scholar. He was however, succeeded by the weak rulers 
Mallikarjuna (1446 AD - 1465 AD) and VirGpaksa (1465 AD - 1485 AD) from whom 
Rajamahendri, Udayagiri, Chandragiri and the whole of the Konkana coast including 
Goa and Belgaum were wrested by the Gajapati-s and the BahmanT-s. 

2.2.2.2 Saluva Dynasty {(1485AD to (1503-1505AD)} 

Saluva Narasimha I (1485 AD - 1495 AD) was the son of Saluva Gunda, the 
governor of Chandragiri. He was an able commander who re-conquered Udayagiri 
and KondavTdu. He wrested power from the weak ruler Praudharaya, the son of 
Virupaksa. He also captured Nagamangala, Bangalore and SrTrangapattana. He 
strove to restore the empire to its old glory. However, he had problems in the form of 
rebellions in various parts of the empire, a long war in the Mysore region and with 
Jaina princes. He also lost Udayagiri later. Like Devaraya II, he too was a man of 
letters and an able administrator. His successor Saluva Narasimha II (1495 AD - 
1505 AD) was ruler only in name and the real ruler during his time was Narasa 
Nayaka. 

2.2.2.3 Tutuva Dynasty {(1503-1505) AD to (1565-1580AD)} 

After Narasa Nayaka’s death, Saluva Narasimha II was murdered, and Tuluva 
Narasimha (1505 AD - 1509 AD) became the King. He had to deal with incursions 
in Adavani and Karnal by the Bijapur ruler. He died in 1509 AD and was succeeded 
by his younger half-brother Krsnadeva Raya (1509 AD - 1529 AD). The latter has 
been called the greatest among the rulers of South India and was an able 
administrator, scholar and patron of the arts. He fought the joint armies of the other 
BahamanT-s and Adilsah of Bijapur. This was followed by his conquest of 
Sivanasamudra and Raicur. After another long battle with the Gajapati-s of Orissa, 
he captured the fort of Udayagiri and subsequently the forts of Kandukur, Addanki, 
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Vinukonda, Bellamkonda, Nagarjunakonda and Ketavaram. This was followed by 
his conquests of KondavTdu, Bejavada, Kondapalli, Telangana and Rajamahendri. 

He also attacked Cuttack upon which the Gajapati King sued for peace and gave his 
daughter in marriage to Krsnadeva Raya. On his return fro Orissa, he fought the 
Golkonda and Bijapur armies and subsequently freed the BahmanT Sultan at 
Gulbarga from his own subordinates and re-installed him on the throne. Thus, in his 
time, the King expanded the empire in the east and north. After his death, he was 
succeeded by his half-brother Acyutadevaraya (1529 AD - 1542 AD). The latter lost 
Raicur to Adilsah, but succeeded in re-conquering it. Acyutadevaraya also 
suppressed a rebellion in Travencore. Acyuta was a scholar and an able ruler. He 
was succeeded by his son Venkata who was killed by Acyuta’s brother-in-law, 

Salaka Timmaraju. Soon after this, Aravidu Ramaraya or Aliya Ramaraya, the son- 
in-law of Krsnadeva Raya installed Acyuta’s nephew Sadasivaraya (1542 AD - 1565 
AD) on the throne. However, the latter was king only nominally, and the real ruler 
was Ramaraja. 

2.2.2.4 Ara vidu Dynasty (1542AD - 1565AD) 81 

Ramaraja or Aliya Ramaraya (1542 AD - 1565 AD) was the first ruler of the AravidG 
dynasty. He dealt with revolts in the Travancore and Chandragiri regions. The ruler 
of Ceylon also was made to pay tribute to the Vijayanagara Empire. He interfered in 
the mutual battles in the SahT-s of the Deccan. However, the Sultan-s of the Deccan 
- Nizamsah of Ahmednagar, Qutubsah of Golkonda, AIT Adilsah of Bijapur and 
BarTdsah of BTdar formed a coalition against Vijayanagara and attacked its army at 
Talikota. Aliya Ramaraya lost his life in this great battle and his brother Tirumala 
escaped to Penukonda. The capital Hampi was plundered by the armies of the 
Sultans and the Vijayanagara Empire never regained its former glory. The reign of 


81 Though the Aravidu dynasty did continue beyond 1565 AD, only the period within the scope of this 
research i.e. upto 1565 AD is considered. 
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the subsequent rulers of the Aravidu dynasty will not be taken up here as that lies 
outside the scope of this thesis. 

2.3 Cultural Historical factors responsible for development of music in 
Vijayanagara 

2.3.1 Royal Patronage of Musicians and Musicologists 

Several of the Vijayanagara Kings were not only conquerers but great 
administrators, scholars and well-versed in the arts and literature. They actively 
encouraged cultural activities in the Empire. 

2.3.1.1 Sahgama Dynasty (1336AD-1346AD to 1485AD) 

The first rulers of Vijayanagara were responsible for many important cultural 
developments such as re-installation of rituals in temples such as Sriratigam and 
Madurai. 82 One of the first projects undertaken by the Vijayanagara rulers was the 
revival of Vedic Studies. During the reign of Bukka I, Sri Sayanacarya, the brother of 
SrT Madhava Vidyaranya was entrusted with the task of writing commentaries on the 
Veda-s. SriigerT was converted into an ‘Agrahara’ (township of Brahmana-s) where 
SrT Sayanacarya and his assistants were given all facilities to undertake their task. 
Harihara I, Bukka I and Harihara II paid rich tributes to the monastry at SrngerT. SrT 
Madhava Vidyaranya also wrote a treatise on music called SangTtasara which was 
probably the first musicological treatise of Karnataka music. There are evidences in 
inscriptions which indicate the rulers’ encouragement of the arts. One of the brothers 
of Harihara I Kampana, is praised in 1356 AD as a unique treasure of music. In 1386 
AD, the manager of his palace Duganna granted land to provide, among other 
things, for dancing, vocal and instrumental music. 83 


82 Vide Historical Introduction in Vijayanagar by Vasundhara Filliozat p 29 -42. 

83 Vide Vijayanagara Art by R.N. Salatore, p 235 and 237. 
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Their descendants Harihara II, Bukka II, Devaraya I and Vijayaraya continued the 
consolidation of the empire, along with activities promoting religion and culture such 
as building and perpetuation of rituals in temples such as the Vitthala temple, the 
temple on Hemakuta hill etc. The peace and stability brought about in the region and 
also encouragement of religious, literary and fine arts related activities was most 
conducive to musical and musicological developments in the empire. 

Devaraya II, (who succeeded Devaraya I, also known as Praudha Devaraya, 

Pratapa Devaraya etc.) was a brilliant ruler who heralded a golden age for the 
empire. He not only consolidated the empire, but also initiated major development 
works in the capital. He encouraged literature and the fine arts. Treatises such as 
Vatulasuddhagama and Sivatattvacintamani were written in his patronage. 84 
Devendracarya or Devanacarya who wrote a wonderful treatise on Natya known as 
SangTtamuktavali adorned his court. 85 . Mallikarjuna, who succeeded Devaraya II 
had more inclination for the arts than for battles. He was responsible for a Kavya 
(literary work) in Kannada to be written. The musicologist Kallinatha who wrote a 
brilliant commentary on the Sangitaratnakara was patronized by him. 86 Saluva Gopa 
Tippa Bhupala, who was the grand-nephew of Devaraya II wrote the work ‘Tala 
DTpika’ which is perhaps one of the most important musicological works on Tala in 
Indian history. 87 Since he has an inscription dated 1474 AD 88 , it appears that he was 
also a contemporary of Mallikarjuna. 

2.3.1.2 Saluva Dynasty (1485AD to 1503 -1505AD) 

Saluva Narasimha I, the first ruler of the Saluva dynasty was a strong ruler who tried 
to consolidate the empire, and was thus instrumental in the continuation of cultural 


84 Vide Historical introduction in Vijayanagar by Vasundhara Filliozat, p 38-41. 

85 Vide Preface to Sangeetha Muktavali of Devanacharya, p xxiv. 

86 Vide Historical Introduction in Vijayanagar by Vasundhara Filliozat, p 41 -42. 

87 Vide ‘Sources of Vijayanagar History’ by Krishnaswamy Iyengar, p 21. 

88 Vide ‘Later Sangita Literature’ by Dr. V Raghavan, p 10. 
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activities in the region. He was succeeded by Saluva Narasimha II who was a weak 
ruler and was soon replaced by Tuluva Narasimha. The sage SrT SrTpadaraya was 
the royal perceptor of the Saluva-s. 89 He was the guru of Sri Vyasaraya and a 
brilliant composer who brought into vogue the Suladi musical form. His devotional 
compositions started many new trends in Indian music. 

2.3.1.3 Tuluva Dynasty (1503-1505AD to 1565-1580AD) 

Tuluva Narasimha a.k.a. Bhujabala Narasimha ascended the throne after Saluva 
Narasimha M’s death. His reign was short and he was succeeded by his younger 
half-brother Krsnadeva Raya. The latter was probably the greatest emperor of 
Vijayanagara. Under his rule, music, literature, dance, drama and temple 
architecture rose to their zenith 90 . King Krsnadeva Raya is well-known for his work 
‘Amuktamalyada’ which is the story of SrT Andal (also known as Goda Devi) , the 
daughter of the SrTvaisnava saint Periazhvar, who used to wear the garlands 
intended for Lord Ranganatha before they were offered to the deity. The name 
‘Amukta MalyaDa' stands for one who gives away worn garlands. This poem was 
written by SrT Krsnadeva Raya in dedication to Lord Venkateswara and narrates 
several incidents related to the propogation of the Visistadvaita philosophy. SrT 
Krsnadeva Raya also sings in praise of the Lord and His divine weapons and pays 
obeisance to the Azhvar-s, the poet-saints of SrTvaisnavism. Krsnadeva Raya was a 
great patron of music and himself well-versed in music. His patron saint was the 
great Sage Vyasaraya who along with his brilliant disciples Purandara Dasa, 

Vadiraja and Kanaka Dasa brought about a total renaissance in Vaisnava devotional 
music. There is an account of the Portugese traveller Figuredo gifting Krsnadevaraya 
several western musical instruments such as organs. 91 Krsnadeva Raya also 
patronized musicologists, musicians and dance teachers such as Bhandaru 

89 Vide Historical introduction, ‘Vijayanagar’ edited by Dr. Vasundhara Filliozat, p 47. 

"ibid, p44-47. 

91 vide Sile- Kale, Dr. Choodamani Nandagopal, p 261. 
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LaksmTnarayana and Venkatamantri. King Acyutaraya was the half-brother of King 
Krsnadevaraya. He succeeded him to the throne in 1529 AD 92 . He was apparently 
a great patron of the arts, as he had in his court women musicians well-versed in 
vocal and instrumental music. 93 According to Svaramelakalanidhi, the treatise 
written by Ramamatya, there was a Vina named ‘AcyutabhupalavTna’ named after 
the king. 94 He was also the patron to the musicologist Somanarya, who composed 
the treatise Natyacudamani. Acyutaraya extended patronage to the Tallapaka 
composers Sri Pedda Tirumalacarya and his sons 95 , as well as the Madhva saint SrT 
Vyasaraya 96 . 

2.3.1.4Aravidu Dynasty (1542AD - 1565AD) 

Ramaraja or Aliya Ramaraya, the first ruler of the AravidG dynasty was a patron of 
the arts. In his court was Ramamatya, the minister belonging to the Andhra region of 
KondavTdu. Ramaraya asked Ramamatya to write a treatise which would dispel 
doubts about the apparent conflict between Laksya (practical music) and Laksana 
(theoritical music). As a result, the treatise ‘Svaramelakalanidhi’ was written 97 . It is 
also said that Ramaraja was a musician himself. There is an account of court 
musicians who sang his praises playing lutes which they plucked with their nails. 98 
Other kings belonging to the Aravidu dynasty too encouraged musical development. 
However, they are not considered here as their time period is after 1565 AD which is 
outside the scope of this thesis. 


92 Vide Historical introduction, ‘Vijayanagar’ edited by Dr. Vasundhara Filliozat, p 50. 

93 Vide Vijayanagara Art by R.N. Salatore, p 235. 

94 Vide Historical introduction, ‘Vijayanagar’ edited by Dr. Vasundhara Filliozat, p 50. 

95 Vide the author’s interview with Dr. Veturi Ananda Murthy. 

96 Vide Historical introduction, ‘Vijayanagar’ edited by Dr. Vasundhara Filliozat, p 51. 

97 Vide Introduction to Svaramelakalandhi translated and edited by M.S. Ramaswami Aiyar, p xii 

98 Vide Sile-kale by Dr. Choodamani Nandagopal, p 261 
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2.3.2 The Bhakti Movement 

The Vijayanagara Empire was witness to one of the greatest socio-religious 
movements in South India. The Bhakti movement in the western part of the empire 
spearheaded by the followers of Acarya Madhva, founder of the Dvaita school of 
Vedanta was aimed at spreading the message of devotion and spirituality among the 
masses. The chosen medium for this was music. The Haridasa-s who were the 
champions of this movement composed lilting music with profound philosophical 
content in the Kannada language to reach the common man. In doing this, they 
revolutionized South Indian Art music by drawing elements from folk and devotional 
music. The body of work built up by them constituted a beautiful repertoire of Laksya 
(practical music) with models of different types of compositions which laid the 
foundation for work by future composers of Karnataka music. The foremost among 
the proponents of the Bhakti movement in the Vijayanagara period was the saint SrT 
SrTpadaraya. His prolific output of compositions in Kannada set the trend for the 
other Haridasa-s. SrT Vyasaraya, his disciple founded the Dasa Kuta - the section 
devoted to the propogation of Dvaita philosphy through musical compositions in 
Kannada while the traditional scholars in Vyasa Kuta continued with the study of 
Dvaita Vedanta works in Sanskrit. Apart from himself composing a great number of 
Kannada compositions following the footsteps of his Guru, he had, as disciples the 
great Saint Vadiraja TTrtha and the Haridasa-s SrT Purandara Dasa and SrT Kanaka 
Dasa, each of whom were brilliant composers. Of these, SrT Purandara Dasa was 
perhaps musically the most brilliant and his fame spread far and wide into other 
states, and his compositions survived the collapse of the Vijayanagara Empire and 
stayed in the minds of the common folk in all the Southern States for the next few 
centuries. He has been hailed as the ‘Pitamaha’ (Grandsire) of Karnataka music. 

The Haridasa-s travelled to all holy places in South India spreading their message 
and music. A Haridasa who was a SrT Vaisnava was SrT BelGru Vaikuntha Dasa. He 
spent all his life in Beluru and composed numerous songs on the deity Kesava. 
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Another great movement of devotional music in the eastern part of the empire was 
heralded by the Tallapakam composers starting with SrT Annamacarya and his sons 
and grandsons. Like the Haridasa-s, they too spoke the language of the common 
man and composed many songs in Telugu. Their compositions were devotional in 
nature and can be categorized as pertaining to Spirituality and Eroticism. The prolific 
output of the lilting compositions of the Tallapakam composers was preserved in 
copper plates in Tirupati and various other shrines in South India, due to which it was 
preserved for centuries. The compositions which are mainly SankTrtana-s were 
similar to those of the Haridasa-s (also called ‘Pada-s’) and served as precursors to 
such types of compositions by future composers. The Tallapakam composers also 
composed long poems such as Sataka-s, Dandakam-s and Ragada-s. 

Hence, the Bhakti Movement as a by-product brought in a complete renaissance in 
Art Music due to which Karnataka music developed a distinct identity. 

2.3.3 Flourishing of Music in Cultural Centres 

2.3.3.1 Musical Entertainment for the Royalty 

As it has been mentioned earlier, the Kings of Vijayanagara were great patrons of 
music. Apart from having several accomplished musicians in their court, in the daily 
life of the Kings, in cultural events, even in battle, music played an integral part. 

There are several instances recorded by foreign travellers which demonstrate the 
presence of music in various activities of the Kings of Vijayanagara. In the Royal 
harem, along with women attendents, there were women who played different 
instruments such as trumpets and pipes". Fernao Nuniz, the Portugese traveller 
who visited Vijayanagara records that before the great battle of Raichur, when 
Krsnadevaraya was preparing to attack the army of Bijapur, ‘Seeing that the dawn of 
Saturday was now breaking, the drums and trumpets and other music in the King’s 
camp began to sound and the men to shout, so that it seemed as if the sky would fall 

99 Vide Narrative of Domingo Paes, Translated by Dr. Vasundhara Filliozat, Vijayanagar, p 74. 
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to the earth’. 100 He further records during the time of Acyutaraya that when the King 
rides out, he has horsemen with him ‘with drums, trumpets and other music playing 
so loudly that you can hear nothing. Before these goes a great drum carried by men 
at the sides, and they go now and then striking it, and the sound of this is heard a 
long distance off; and this drum they call Picha’ 101 . The Mahanvami festival has 
been described by the ambassador Abdur Razzak in 1443 AD in great detail. He 
mentions that Devaraya II had taken care to collect ‘together all the drums, cymbals, 
trumpets and horns in the city, which playing at the same time were beaten and 
blown together with great force and dissonance’. Musical entertainment was one of 
the key parts of the festivities, and between the nine-storeyed pillared edifice (the 
MahanavamT Dibba) and the pavilions, he says ‘there was an open space beautifully 
laid in which singers and story-tellers exercised their respective arts’ 102 . 

2.3.3.2 Music in Temples 

The Vijayanagara rulers gave great importance to the building, development and 
maintenance of various temples. Some examples are the Ramacandra temple built 
by Devaraya I by 1416 A.D and the Krsna temple erected by Krsnadevaraya n 1515 
AD The Virupaksa temple on Hemakuta hill was built in 1398 AD by two Brahmana 
brothers 103 . In 1509-10 AD, Krsnadevaraya made extensions to this temple 104 . He 
also donated a hundred-pillared hall to the Vitthala temple in 1516-17 AD which 
could be used for performances 105 . The Vijayanagara Kings promoted the conduct 
of various daily rituals and festivals in these temples. 


100 Translation by Dr. Vasundhara Filliozat, Vijayanagar, p 176. 

101 Vide Narrative of Domingo Paes, Translated by Dr. Vasundhara Filliozat, Vijayanagar, p 221. 

102 Vide Vijayanagara Art by R.N. Salatore, p 239. 

103 Vide Archeology, Art and Religion - New Perspectives on Vijayanagara by Dr. Anila Verghese, p 
66 . 

104 ibid, p 77. 

105 ibid, p 82. 
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In South India, temple rituals have been associated with music from centuries prior 
to the advent of the Vijayanagara Empire. Vijayanagara too continued this tradition. 

A few examples of this can be seen in the accounts of foreign travellers to 
Vijayanagar. Domingo Paes, a Portuguese traveller who visited Vijayanagara during 
Krsnadevaraya’s reign writes ‘Whenever the festival of any of these temples occurs 
they drag along certain triumphal cars which run on wheels, and with it go dancing- 
girls and other women with music to the temple (conducting) the idol along the said 
street with much pomp’ 106 . Nicolo Conti, an Italian traveller who visited Vijayanagara 
during Devaraya I’s reign, also gives an account of richly adorned young women who 
sing hymns to the god during temple festivals 107 . Abdur Razzak from Persia, who 
visited the empire during the reign of Devaraya II talks about singing and playing 
musical instruments and enjoying concerts night and day after prayers in a temple 108 . 
Duarte Barbosa from Portugal who visited Vijayangara in the early 15 th Century AD 
records the presence of unmarried women who are made to sing and play before the 
idols for certain hours every day 109 . 

The Haridasa-s and the Tallapakam composers composed a great number of songs 
which were closely associated with rituals and festivals. The latter composed songs 
for his chosen deity Lord Venkateswara which were closely associated with festivals 
and rituals in the Tirupati temple such as Pavvalimpu (putting the Lord to sleep), 
Melukolupu (waking up the Lord), Kalyanam (Wedding of the Lord), Abhisekam 
(giving bath to the Lord), Brahmotsavam, Garudotsavam etc. 110 The Haridasa-s too 
composed many songs for rituals such as Pavadisu (Putting the deity to sleep), 
Udayaraga (waking up the deity), Urutane (ritual performed during wedding) etc. 


106 Vide Narrative of Domingo Paes, Translated by Dr. Vasundhara Filliozat, Vijayanagar, p 88. 

107 Vide the Travels of Nicolo Conti, Translated by Dr. Vasundhara Filliozat, Vijayanagar, p 250. 

108 Vide Abdur Razzak, Translated by Dr. Vasundhara Filliozat, Vijayanagar p 256. 

109 ibid, p 310. 

110 Vide Flowers at his Feet by Dr. Pappu Venugopala Rao, p 6. 
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Both the Haridasa-s and the Tallapakam composers incorporated into their body of 
work traditional folk songs such as Sobhane, SuvvalT, Lali and Jojo which were sung 
for their chosen deities during rituals in temples. 

2.3.3.3 Music of the commonfolk 

Music was an integral part of the life of common people of Vijayanagara. On all 
occasions, whether joyous or sad, music was always present. Several examples of 
this are presented to us by the foreign travellers to Vijayanagar. Nicolo Conti, the 
Italian traveller has written that ‘weddings are celebrated with singing, feasting and 
the sound of trumpets and flutes, for, with the exception of organs, all the other 
instruments in use among them for singing and playing are similar to our own. They 
make sumptuous feasts both day and night, at which there is both singing and 
instrumental music. Some sing, dancing in a circle, after our manner, while others 
sing forming a line in single file, one after the other, and exchanging little painted 
rods, of which each person carries two, with those whom they meet on turning’. 111 
Duarte Barbosa writes that the people of Vijayanagara teach their women from 
childhood to sing, play and dance 112 . Even in the despicable practice of Sati, 
Barbosa reports that before a widow is burnt to death, she has festivities with music 
and singing and dancing and banquets 113 . South India had a rich tradition of folk 
music preceding Vijayanagar times. There were several types of songs such as 
SuggT, SuvvalT, Sobhane, Mangala etc. sung at different cultural events in the 
Vijayanagara period. 

2.3.4 Developments in Fine Arts allied to Music 

The Vijayanagara Empire saw great advancements in all the Fine Arts. Apart from 
music, dance and drama too witnessed many developments. A number of 


111 Vide the Travels of Nicolo Conti, Translated by Dr. Vasundhara Filliozat, Vijayanagar, p 251. 

112 Vide the Book of Duarte Barbosa, Translated by Dr. Vasundhara Filliozat, Vijayanagar, p 304. 

113 ibid, p 308. 
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inscriptions of Vijayanagara refer to dancers in service in the Royal court. 114 From 
literary source such as Cennabasavapurana of Virupaksa Pandita and 
Candrasekhara’s Pampasthana Varnanam, we have references of different types of 
dances prevelant. These include ‘classical’ traditions such as Pekkana, Perana, 
Kunda(Gundafi), Danda and Rasaka as well as ‘new’ traditions such as Matahgi, 
Sabari, Yogini, Cindu, JakkadT etc. Ratnakara Varni in his Bharatesa Vaibhava 
mentions solo as well as group dances, and different forms of folk dances such as 
KoravanjT and Joginatya 115 . There are ample evidences in inscriptions and in the 
accounts of travellers such as Duarte Barbosa and Abdur Razzak to indicate royal 
patronage of dancing girls 116 . The temple sculptures of Vijayanagara abound in 
depiction of Kolata or stick dances accompanied by various instruments. Since 
dance flourished in the Vijayanagara times, music as accompaniment too must have 
undergone many modifications along with it. 

In the Vijayanagara period, another fine art that thrived was theatre too. Many of the 
princes and Kings of Vijayanagara were themselves playwrights and took keen 
interest in performances of drama. During the period of Krsnadevaraya, plays were 
enacted during festivals. Dancing girls participated in the performance of drama 
during his reign 117 . It is quite likely that these drama-s were actually operas where 
music played an important role. 

In the Vijayanagara times, many poets composed long poems which could be 
musically recited. The tradition of reciting Kumara Vyasa’s Bharata (written during 
the Vijayanagara period) in a musical way (Kavya Vacana) is prevelant even today. 
Thus we see that various developments in allied fine arts in the Vijayanagara period 
influenced music and contributed to its development. 

114 Vide Classical Dance Heritage of Karnataka Edited by Dr. Choodamani Nandagopal, p 24. 

115 ibid, p 34 and 35. 

116 Vide Vijayanagara Art by R.N. Salatore, p 242-243. 

117 ibid, p 234. 
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2.4 Summary 

The Vijayanagara Empire was founded by the brothers Harihara I and Bukka I 
between 1336 to 1346 AD under the guidance of the saint SrT Vidyaranya of Srngeri 
who became their royal perceptor. The political stability brought about by the 
establishment of this strong empire coupled with the patronage given to cultural 
activities and promotion of fine arts by the rulers who were themselves scholars and 
artistes created the right atmosphere for music to flourish for the next couple of 
centuries. Under the leadership of the Vijayangara kings, a cultural renaissance 
came about of which development in music and musicology was an integral part. 

2.5 Vijayanagara Kings and time periods of their reign. 


SI 

No. 

Name 

Time (AD) 

Father 

Beginning of 

Dynasty 

1 

Harihara 1 

1336-1357 


Sangama 

2 

Bukka 1 

1350-1377 



3 

Harihara II 

1377-1404 

Bukka 1 


4 

Bukka II 

1404-1406 

Harihara II 


5 

VirGpanna II 

1404-1406 

Harihara II 


6 

Devaraya 1 

1406-1422 

Harihara II 


7 

Vijaya (Bukka)raya 

1422-1425 

Devaraya 1 


8 

Devaraya II (Praudha, 

Pratapa, Immadi) 

1425-1446 

Vijaya (Bukka)raya 


9 

Mallikarjuna (Immadi 

Praudharaya) 

1446-1465 

Devaraya II 


10 

Virupaksa 

1465-1485 

Devaraya II 


11 

Saluva Narasimha 1 

1485-1495 


Saluva 

12 

Sauva Narasimha II 

1495-1505 

Saluva Narasimha 

1 


13 

Bhujabala (VTra) 

Narasimha 

1505-1509 

Tuluva 

Narasanayaka 

Tuluva 

14 

Krsnadeva Raya 

1509-1529 

Tuluva 

Narasanayaka 
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SI 

No. 

Name 

Time (AD) 

Father 

Beginning of 

Dynasty 

15 

Acyutaraya 

1529-1542 

Tuluva 

Narasanayaka 


16 

Venkataraya 

1542-1542 

Acyutaraya 


17 

Sadasivaraya 

1542-1565- 

1580 

Rarigaraya 


18 

Aliya Ramaraya 

1542-1565 


Aravidu* 


* Though the dynasty of Aravidu continued after 1565 AD, it is not represented here 
as it is outside the scope of this study. 
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Chapter 3 Musical Luminaries Of The Vijayanagara Period 

3.1 Introduction 

The Vijayanagara Empire was responsible for the cultural renaissance in South 
India. Indian music in its pristine form retained its essential elements while 
simultaneously undergoing a transformation resulting in a beautiful segment of art 
music known as Karnataka music during the period of the Vijayanagara Empire. 

Apart from the royal patrons of the Vijayanagara Empire, who not only oversaw this 
development but acted as catalysts and sometimes actively participated in it, there 
were some brilliant musicologists and composers who played a key role in the 
revolutionary changes in music in the Vijayanagara period. This chapter gives an 
overview of these eminent personalities. 

The scope of this research is the evolution of Karnataka music between the period 
1336 AD to 1565 AD with respect to the developments in music and musicology 
directly connected to the Royal Court of Vijayanagara. However, some musical 
personalities whose life and work does not fall exactly within this scope have been 
covered briefly in my study in order to present a more complete picture of the 
musical climate in the Vijayanagara period. In the Appendix A, a chronological 
overview of the royal patrons and contemporary musical personalities is given. 

3.2 Musicologists associated with the Vijayanagara Court 

3.2.1 SrT Vidyaranya (1268 AD to 1385 AD) 

SrT Vidyaranya was the patron saint and high priest to Harihara I (also known as 
Hakka) and Bukkaraya I, the founders and first kings of the Vijayanagara Empire. His 
other names are Madhavacarya and Madhava Vidyaranya. He was the visionary 
who was responsible for the renaissance of Hindu Culture in South India. Historical 
records indicate that he was the disciple of the pontiff of the SrhgerT Sarada PTtham, 


67 




Chapter 3 


Musical Luminaries Of The Vijayanagara Period 


SrT VidyatTrtha, just prior to the founding of the Vijayanagara Empire. 118 He and his 
brother Sayanacarya were instrumental in bringing together Hindu vassals and 
relatives of the last Hoysala king Ballala IV in order to unite and found a Hindu 
kingdom. When the Vijayanagara kingdom was founded by the brothers Harihara I 
and Bukkaraya I, SrT Vidyaranya was their Guru. He later served as a mentor and 
guide to three generations of kings who ruled over the Vijayanagara Empire. He has 
written many philosophical works such as Sarvadarsanasangraha (a compendium of 
different philosophical schools of Hindu thought), PancadasT and JTvanamuktiviveka. 
SrT Vidyaranya was born to Mayanacarya and SrTmatTdevT in Pampaksetra (modern 
day Hampi) in 1268 CE. Another account has it that he was born in Ekasila NagarT 
(modern Warangal). 119 After his death, King Harihara II built a temple to 
commemorate the event and also created a village of Brahmins - an ‘Agrahara’ in 
Kigga near Srngeri in 1385 A.D. 

SrT Vidyaranya has written a musicological work called SangTtasara which brought in 
revolutionary changes introducing the concept of Mela in Raga-s for the first time in 
the history of Karnataka music. The speciality of his work is that it takes some of the 
concepts of the earlier Grama-MGrchhana-Jati system and integrates them 
seamlessly into the new Mela system, laying the foundation for the further refinement 
of the Mela concept in the next few centuries in Karnataka music. This work has 
been extensively quoted by SrT Govinda DTksita (who was the minister to SrT 
Raghunatha Nayaka of ThanjavGru in the early 17 th century) in his work 
SangTtasudha(nidhi). 

3.2.2 SrT Devanacarya (Fifteenth Century AD) 

SrT Devanacarya was a dancologist in the court of SrT Devaraya II who reigned from 
1425 AD to 1446 AD. Not much is known of him except that he was the disciple of 


118 Vide Historical Introduction, Vijayanagar, edited by Dr. Vasundhara Filliozat, p 20-21. 

119 Vide http://en.wikipedia.org/wikiA/idyaranya last accessed 21-Sep-2013. 
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Raghu. He was also known as ‘Devendracarya’. He has written a treatise called 
SahgTtamuktavali which is dedicated to dance 120 . However, it also contains important 
information related to Tala in the Vijayanagara period. 

3.2.3 SrT Saluva Gopa Tippendra (Fifteenth Century AD) 

SrT Saluva Gopa Tippendra was the grandson of Smt. Hirima, who was the sister of 
SrT Devaraya II. Smt. Hirima married SrT Saluva Tippa, and they had a son named SrT 
Saluva Gopa. SrT Saluva Gopa Tippendra was SrT Saluva Gopa’s son. 121 SrT Saluva 
Gopa Tippa BhGpala was a governer under SrT Devaraya II and later on in the 
viceroyalty of Mulabagal. He has an inscription dated 1474 AD. He was a great 
Sarhskrta scholar and has composed several works in it. His commentary (called 
Kamadhenu) on Vamana’s Kavyalaiikara Sutra is well known. He was also the elder 
brother of SrT Saluva Timmaraya, the viceroy of Tirumalarayapuram under the 
Vijayanagara dynasty. 122 

SrT Saluva Gopa Tippendra’s great contribution to Karnataka music is his work 
‘TaladTpika’. It is in this work that for the first time in Indian musicological history, the 
ten vital elements of Tala, called the ‘Tala-Dasa-Prana-s’ have been described. He 
has also listed over a hundred DesTTala-s, some of them his own creations. 

3.2.4 Catura Kallinatha (Fifteenth Century AD) 

Catura Kallinatha, the son of SrT LaksmTdhara, wrote a commentary called ‘Kalanidhi’ 
on the SangTtaratnakara. He enjoyed the patronage of King Immadi Devaraya alias 
Mallikarjuna. He was well-versed in Laksya as well as Laksana. He held the title of 
Rayabayakara, indicating that he must have been a music composer of royal 
patronage. 123 


120 Vide Preface to Sangeetha Muktavali of Devanacharya, p xxiv. 

121 Vide ‘Sources of Vijayanagar History’ by Krishnaswamy Iyengar, p 21. 

122 Vide ‘Later Sangita Literature’ by Dr. V. Raghavan, p 10. 

123 vide Karnataka SarigTta Vahini by Dr. R. Sathyanarayana, p 124. 
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His Kalanidhi commentary not only comments upon Sarngadeva’s magnum opus, 
SangTtaratnakara, but also documents important developments in the contemporary 
music scenario. Among these are the changes in the concept of Vikrti Svara-s, which 
paved the way for the future svara structure on which Sri Ramamatya’s Mela system 
was based and the changes in the Artga Laghu, which led to basic changes in the 
Tala system. In view of this, the Kalanidhi is a very important work not only for 
interpretation and analysis of the SangTtaratnakara but also as an authoritative 
record of seminal changes in contemporary music in Sri Kallinatha’s time. These 
changes represent the beginning of a major transformation in Raga and Tala of 
Karnataka music in the Vijayanagara period. 

3.2.5 Sri Bhandaru Vitthaleswara (Fifteenth Century AD) 

Sri Bhandaru Vitthaleswara is said to have composed a Telugu commentary on the 
SangTtaratnakara in the last quarter of the 15 th century 124 . However, this work has 
not been found. 

3.2.6 Sri Bhandaru LaksmTnarayana (Early Sixteenth Century AD) 

SrT Bhandaru LaksmTnarayana, the son of SrT Bhandaru Vitthaleswara wrote a work 
called the SarigTtasuryodaya under the patronage of King Krsnadevaraya. He has 
given some biographical information about himself in his work. He abbreviates his 
name to Laksmana. A SrTvaisnava brahmana of Bharadwaja Gotra, he names his 
father Vitthaleswara, mother Rukminl, grandparents Kesava and Gauravamba and 
says that the titles Abhinavabharatacarya, Rayabayakara, Suksmabharatacarya and 
Todaramalla have been given to him. He was probably a head accountant or a 
revenue officer, as he is called ‘KaranagranT. His SarigTtaguru was Sri Visnu 
Bhattaraka. He says that he has composed many ‘faultless compositions’ according 
to Bharata’s theory. 125 


124 vide Bharatakosa of Manavalli Ramakrsna Kavi, Introduction, p xxi. 

125 vide Dr. R. Sathyanarayana’s paper SangTta Suryodaya of Bhandaru LaksmTnarayana p 24 and 25 
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His work, the SahgTtasuryodaya closely follows the SangTtaranakara but is 
remarkable in two aspects - he gives detailed descriptions of the Tala-Dasa-Prana-s, 
mentioning the Anudruta in many of the Meru-s (tables) associated with 
Talaprastara. These reflect the changes in the Tala-s in his period. He has also 
introduced new types of compositions such as the Kavalu (Khayal?) and Gajalu 
(Ghazal?) which must have been in vogue during his time in the chapter on musical 
forms. 

3.2.7 SrT Ramamatya (Sixteenth Century AD) 

SrT Ramamatya was a minister who belonged to the Andhra region of KondavTdu 
under the patronage of SrT Ramaraja of the AravTdu dynasty of Vijayanagara. He 
enjoyed the overlordship of the Vijayawada region. He says that he is from the 
Todaramalla family; his father being Thimmamatya and his grandfather being Sri 
Kallinatha mentioned earlier. He is said to have the title ‘Abhinavabharatacarya’ and 
is said to be a ‘Vaggeyakara’ (composer of music) in addition to writing the 
musicological treatise ‘Svaramelakalanidhi’. 126 

The significance of this work is that the author has clearly laid out the new system of 
Prakrti and Vikrti swara-s which are applicable in practical music. This system 
represents the crystallization of changes in the swara system documented by SrT 
Kallinatha. SrT Ramamatya also clearly elucidates his ‘Mela’ system which is based 
on the new svara system. He also talks about the fretted VTna-s with twelve frets and 
their method of tuning based on ‘SwayambhG’ svara-s (harmonics??). 

3.2.8 SrT Acyutaraya (Sixteenth Century AD) 

King Acutaraya’s patronage of the arts has been mentioned earlier. He has also 
written a treatise called ‘Talakalabdhi’, also known as ‘Talakalavardhi’, 


126 vide Introduction to Swaramelakalanidhi translated and edited by M.S. Ramaswami Aiyar, pxi 
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‘Talamahodadhi’ and ‘Talabdhi’. 127 This is an important treatise devoted exclusively 
to Tala as it discusses in great detail the concept of Tala-Dasa-Prana-s with 
reference to many other texts. The changes taking place in Tala in contemporary 
music are very well represented in this work. 

3.2.9 Astavadhana Somanarya (Sixteenth Century AD) 

SrT Somanarya was an Astavadhani, i.e. able to conduct eight different activities at 
the same time. He also uses the names Somanatha, Somappa and SomasGri and is 
said to be a student of SrT STtarama. According to scholars, he lived during the the 
reign of King Acutyaraya. He has composed the work Natyacudamani. 128 This work 
has many musical concepts described for the first time such as the Suladi form and 
the TambGra instrument. It also displays a unique approach to Svara-s, Gamaka-s 
and mentions the classification of thirty-two Raga-s as StrT and Purusa. 

3.3 Musical Composers associated with the Vijayanagara Court 

3.3.1 SrT SrTpadaraya (1404 AD - 1502 AD) 

SrT SrTpadaraya was a great ascetic in the Madhva tradition who was born to the 
poor brahmin couple Sesagiriyappa and Giriyamma. He was ordained as a monk at 
a young age by the Saint SvarnavarnatTrtha who was impressed with his intellect. 
Later, he became the disciple of SrT VibhudenratTrtha. He succeeded SrT 
SvarnavarnatTrtha as the head of his Matha (monastry) which later came to be 
known as ‘SrTpadaraya Matha’, owing to his fame. His name originally was 
LaksmTnarayana TTrtha. However, he became well-known as ‘SrTpadaraya’ as he 
was considered king (Raya or Raja) among asectics (SrTpada-s). Apart from being a 
great Vedantic scholar, he was known to be a person possessing supernatural 
powers, as described by his disciple SrT Vyasaraya in one of his compositions - 

127 vide the article ‘Talakalabdhi of Acyutaraya: Discovery of a New Work on Tala’ by Dr. V. 
Premalatha, The Music Academy Journal 2009, Vol 80, p 94-102 

128 vide the article ‘Natyacudamani of Somanarya’ by Dr. V. Premalatha in Krti Raksana magazine, 
June 2005 
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‘Mahime Salade’. His monastry was set up at Mulabagilu but it is believed that he 
spent some time in his youth at SrTrahgam. He was the royal perceptor of the 
Saluva-s and is said to have been honoured by the king Saluva Narasimha with a 
ceremonial ‘Abhiseka’ of jewels and gold for helping him get rid of the sin of ‘Brahma 
Hatya’ (killing of Brahmins). 129 

SrT SrTpadaraya was a pioneer who composed Krti-s or ‘Pada-s’ in Kannada for the 
first time in a prolific manner 130 , drawing elements from folk music. He is probably 
the first composer of the Suladi form in Kannada and has also composed an 
antiphonical song, Gopi Gita, Bhramara Gita, Venu Gita, Vrttanama and Dandaka in 
Kannada. His varied and prolific compositions paved the way for revolutionary 
changes in Karnataka music 131 . 

3.3.2 Sri VyasatTrtha (1460 AD - 1539 AD) 

SrT VyasatTrtha was the royal Guru to six of the Vijayanagara kings: Saluva 
Narasimha I and II, Tuluva Narasanayaka, Bhujabala Narasimha, Krsnadevaraya 
and Acyutaraya. He was one of the greatest saints in the Madhva tradition. On 
account of his protection of Krsnadevaraya from a dangerous destiny (Kuha Yoga) 
by assuming charge of his royal duties for a temporary period of time, he became 
known also as SrT Vyasa ‘Raya’. Historical records indicate Krsnadevaraya 
bestowing him with great honours, gifts and grants indicating his gratitude. SrT 
VyasatTrtha was known for his three great philosophical works - ‘Vyasatraya’ - 
Tatparya Candrika, Nyayamrta and Tarka Tandava the most esoteric works in Dvaita 
(Madhva) philosophy. 


129 vide Preface to SrTpadarajara Krtigalu, edited by Dr. G. Varadarajarao, Kannada Adhyayana 
Samsthe, p I to xii 

130 There are three compositions in Kannada attributed to SrT NaraharitTrtha, the Madhva saint who 
preceded SrT SrTpadaraya. In that sense, SrT SrTpadaraya may not have been the first Madhva saint to 
compose in Kannada. However, the number of his compositions is large, and so he is the first prolific 
and famous Kannada composer in the Madhva tradition. 

131 Vide Music of the Madhva Monks by Dr. R. Sathyanararyana, p 8-26 
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He was born to Akkamma and Ballanna Sumati in the late 15 th century. As a baby, 
he was gifted to the Madhva saint Sri Brahmanya TTrtha by his parents. He was 
brought up by the latter and initiated into asceticism at an early age. He later studied 
under SrT SrTpadaraya. Apart from his contribution to the propogation of Madhva 
philosophy, he was also known to undertake projects for the welfare of society such 
as building of lakes and giving grants to scholars and poor people. There is an event 
which demonstrates his broad-mindedness. He was given charge of the worship of 
the Tirumala Tirupati temple owing to the family of SrTvaisnava priests (who had 
been doing it for generations) falling out of favour with the king. SrT Vyasaraya 
performed the duties of worship for twelve years. He then handed over the duties 
back to a boy belonging to the priestly family so that they could again continue the 
worship. He had among his disciples, SrT Kanaka Dasa, the saint SrT Vadiraja and SrT 
Purandara Dasa all of whom were brilliant composers. 132 The greatness of SrT 
Vyasaraya can be gauged from the fact that not only his disciples and other 
subsequent Haridasa-s sang his praises, but his own guru SrTpadaraya composed a 
song ‘Sasira Jihvegalulla Sesame Kondadabeku Vyasamunirayara Sanyasadirava’- 
meaning only the thousand-tongued Adisesa can describe the greatness of SrT 
Vyasaraya’s asceticism. 

His most remarkable accomplishment is that he gave great impetus to the Haridasa 
tradition by encouraging the formation of the new section Dasakuta in addition to the 
VyasakGta (Assembly of scholars) among his disciples. The Dasakuta disciples used 
music as the means for spreading the message of Bhakti (devotion) among the 
common people. Sri Vyasaraya too continued the illustrious tradition of his teacher 
SrT SrTpadaraya of composing devotional songs in Kannada. A song by 
Venkatamantri, the son of Bhandaru LaksmTnarayana praising SrT Vyasaraya as 
‘Abhinavabharatamuni’ and ‘SangTtagama’ as well as Tulaja’s reference to him as 

132 vide Preface to ‘SrT Vyasarayara Krtigalu' Ed. By Dr. T.N. Nagaratna, Kuvempu Kannada 
Adhyayana Samsthe, Mysore, pages xiii - xxx 
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‘SangTtavidyasampradayapravartaka’, ‘Kalpanacaturanana’ and using his song 
‘Jayakarnatadhara’, a Srivardhana Prabandha for illustration of the Raga Nati in his 
work SangTtasaramrta demonstrate his unquestionable command over music. 133 Sri 
Vyasaraya composed numerous Krti-s (Pada-s), Suladi-s, Ugabhoga-s and a 
Vrttanama which are trend-setters in devotional and art music. 

3.3.3 Sri Purandara Dasa (1484 AD - 1564 AD) 

Sri Purandara Dasa is probably the most well-known Haridasa. Legend has it that he 
was a wealthy gold merchant called Srinivasa Nayaka who was known for his 
miserliness. His wife Saraswati was a pious and generous lady. Lord Visnu visited 
Srinivasa Nayaka in the guise of a Brahmana in order to bring about an awakening in 
him. As a result of witnessing a miracle demonstrated by the Lord, realization 
dawned on Nayaka who completely gave up love of wealth and became a 
mendicant. He was ordained as a Haridasa by the Saint Sri Vyasaraya and started 
begging for alms and worshipping Lord Vitthala, a form of Visnu through music and 
dance. 

Sri Purandara Dasa was a prolific composer who composed many Krti-s (Pada-s), 
SuladT-s, Ugabhoga-s and Pillar! GTta-s 134 . He is credited with setting up the 
methodology for teaching beginners in Karnataka music. 135 His compositions (which 
are mainly devotional/spiritual/social) in nature gained wide popularity all over South 
India and continued in oral tradition even after the fall of Hampi in the War of Talikota 
in 1565 and its subsequent ravaging. His compositions present ample evidence that 
he was not only a great composer but well-versed in musicology. There is a wide 
variety that can be seen in theme, structure, language and music in his 


133 vide ‘Music of the Madhva Monks’ by Dr. R. Sathyanarayana, page 42 

134 according to a composition by Prasanna Venkata Dasa in the 17th century, he has also composed 
Prabandha-s and Thaya-s. However, these have not yet been found. 

135 The question of whether Sri Purandara Dasa actually was responsible for this methodology will be 
taken up in the chapter on Musical Compositions in the Vijayanagara period. 
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compositions. He was the first practitioner of ‘Madhukara Vrtti’ (begging for alms 
while worshipping the Lord with music and dance) in Karnataka. He was a model 
Haridasa who brought devotion and art music to the doorstep of the common man. 
He earned praise not only from Haridasa-s who followed much later but also his 
Guru SrT Vyasaraya who composed a song in his praise - ‘ Dasarendare Purandara 
Dasarayya ', saying that he had the quintessential qualities of a Haridasa. The 
philosophical content of his compositions was said to be of such a high standard that 
the body of his work was named ‘Purandaropanisad’ by his Guru 136 . 

3.3.4 SrT Vadiraja Tirtha (1480 AD - 1600 AD) 

SrT Vadiraja Tirtha was one of the most charismatic, brilliant and influential saints in 
the Madhva tradition who lived for a hundred and twenty years. He was born to the 
brahmana couple Rama Bhatta and Gauramma. The Madhva Seer SrT VagTsa TTrtha 
had blessed them saying that they would have a son, but he would become one of 
them, meaning that he would be an ascetic. Upon hearing this, Gauramma had 
expressed some reservation about giving away her son to the Matha to become a 
Sanyasi. SrT VagTsa TTrtha had promised the couple that we would take away the 
baby only if he was born outside the house. Due to providence, the baby was indeed 
born outside the house, when Gauramma went out to drive away wild cattle. She 
then had to give up her baby to the Seer. The baby was named Bhuvaraha and 
brought up in the Matha. In due course, he had his sacred thread ceremony and was 
subsequently ordained as an ascetic. 137 

SrT Vadiraja TTrtha composed with ease esoteric philisophical works in Sarhskrta as 
well as devotional songs in Kannada. His philosophical works include 
GurvarthadTpikas, Tantrasara TTka, Yuktimallika, SarasabharatT Vilasa etc. He has 
also composed a classic literary work, RukminTsa Vijaya. He was a saint who was 


136 Vide Sri Karnataka Bhakta Vijaya, p 171 - 234 

137 ibid, p 114- 171 
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popular among non-Madhva communities too, counting among his followers 
KotTswara Brahmana-s, Svarnakara-s (Jewellers), so-called ‘untouchables’, the Jain 
Mahanta of Dharmasthala etc. He reformed the ‘Paryaya’ tradition of worship of Sri 
Krsna in Udupi by the eight principal Madhva Matha-s increasing the duration of 
worship by each Matha from two months to two years. He lived a long life during 
which he made invaluable contributions to Hindu philosophy and Karnataka music. 
He has composed numerous Krti-s (Pada-s), SuladT-s and Ugabhoga-s, in the 
tradition of his Guru-s, SrT Vyasaraya and SrT SrTpadaraya. The most remarkable 
feature of his compositions is that he has composed several long poems - Vaikuntha 
Varnane, LaksmT Sobhane, Gundakriya, Narada KoravanjT etc. which are unique and 
in a class of their own. 

3.3.5 SrT Kanaka Dasa (1509 AD - 1609 AD) 

SrT Kanaka Dasa was the son of Baccamma and BTrappa. They were followers of SrT 
Ramanujacarya and named their son ‘Timmappa’ after the deity of Tirupati. BTrappa 
was a chieftan in-charge of a group of villages. He was responsible for levying tax 
from the villages and handing it over to the emperor of Vijayanagara. Timmappa, 
who liked physical activities such as hunting, wrestling and fencing, succeeded his 
father as chieftan after the latter’s death. Thereafter, he was named ‘Kanaka 
Nayaka’ as he accidentally found a huge treasure of gold buried underground. He 
installed the idol of Adi Kesava in Kaginele and built a temple for it, ensuring that 
regular worship took place. When Kanaka Nayaka was severly wounded in a battle, 
he was cured when he prayed to his favourite deity, Adi Kesava. This was a turning 
point in his life and he became a Haridasa soon after. He was ordained into the sect 
by SrT Vyasaraya and was henceforth known as ‘Kanaka Dasa’. He became a 
prominent member of the Dasa Kuta and was the subject of much admiration from 
his peers SrT Purandara Dasa, SrT Vadiraja TTrtha and his guru SrT Vyasaraya. SrT 
Purandara Dasa has composed a Krti - ‘Kanakadasana Mete Daya Madalu Vyasa’ 
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which describes an incident in Sri Kanakadasa’s life depicting his greatness and 
spiritual maturity. 

Just like others belonging to the Dasa Kuta, Sri Kanaka Dasa was the composer of 
numerous Pada-s . Apart from these, he has also composed long poems such as 
Haribhaktisara, Nalacaritre, Mohana TarahginT, Nrsimhastava and 
Ramadhanyacaritre. In his works, there are ample references to music - Raga-s, 
instruments etc. which demonstrate his knowledge of music. His compositions use 
similies and allegories to convey complex ideas. Apart from Bhakti (devotion), his 
compositions also deal with social reform. 138 

3.3.6 Sri BelQru Vaikuntha Dasa (Sixteenth Century AD) 

Sri BelQru Vaikuntha Dasa was a Haridasa belonging to the Sri Vaisnava sect. He 
was an ardent devotee of the deity Cennakesava of Beluru. Along with his devout 
wife Sowmya NayakT, he worshipped his chosen deity for many years upon which 
the Lord appeared before him and ordained him as a ‘Haridasa’. He then started 
composing songs in Kannada with the signature ‘Vaikuntha Kesava’. Though he was 
originally named Kesavaingarya, he became well-known as BelQru Vaikuntha Dasa. 
He was a contemporary of Sri Purandara Dasa. According to legend, he met the 
latter and also Sri Vadiraja TTrtha and Sri Kanaka Dasa. Sri Vadiraja TTrtha has 
composed a Pada - ‘Dasottamanu NJne J Jagadoiu SrT Vaikuntha Dasottamanu Nine' 
in which he speaks of the greatness of Sri BelQru Vaikuntha Dasa. He lived all his life 
in BelQru and did not travel unlike other Haridasa-s. His body of work includes 
several Pada-s and SuladT-s. A Dandaka is also said to be composed by him. He 
was the first Haridasa of the Sri Vaisnava sect , 139 


138 Vide Sri Karnataka Bhakta Vijaya, p 165 - 303 

139 ibid, p 234 - 265 
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3.3.7 SrTTallapakam Annamacarya (1408 AD - 1503 AD) 

SrT Tallapakam Annamacarya was a great composer-saint who heralded 
fundamental changes in Vaisnava devotional music in Telugu, just as the Haridasa 
saints did in Kannada. He is hailed as ‘SankTrtana Pitamaha’ and ‘Padakavita 
Pitamaha’ on account of his pioneering contribution to Karnataka Music by 
composing 32,000 Pada-s. His grandson Tallapaka Tiruvehgalanatha (also known 
as Cinnanna) has written a biography of his grandfather called ‘Annamacarya 
JTvitacaritram’. 

SrTTallapakam Annamacarya was born into a Smartha Brahmana family on May 
10 th , 1408 AD 140 . At the age of sixteen, he had a dream of Lord Venkateswara 
following which he came up with his first composition. He started following 
Visistadvaita and spent the remaining part of his life composing and singing the 
glories of Visnu. His wife Tirumalamma or Timmakka was the first female poet in 
Telugu literature and composed a poem called ‘Subhadra Kalyanam’. She had a 
son Narasinganna. His other wife was Akkalamma, who bore him a son Pedda 
Tirumalayya and daughters Narasamma and Tirumalamma. SrT Pedda Tirumalayya 
got SrT Annamacarya’s compositions engraved on copper plates and these were 
hidden in vaults in the temple premises at Tirumala, Ahobilam and SrTrangam. These 
came to light only during the early 20 th century when the Tirumala Tirupathi 
Devasthanams (TTD) discovered them and started a project to study and publicize 
the compositions. 

An incident has been recorded in SrT Annamacarya’s biography by his grandson 
about his interaction with King Saluva Narasimha I. The King, on meeting SrT 
Annamacarya and interating with him, developed great respect for him. He invited 
him to his Royal Court and heard some of his compositions. The King then 
requested SrT Annamacarya to compose a song praising his greatness. When SrT 

140 Vide Nectar Ocean of Annamacharya by Ambika Ananth and Adviteeya N. Dixit, p 12 
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Annamacarya refused, SrT Saluva Narasimha got enraged and had him put in prison 
in chains. Then the saint prayed to his favourite deity, Lord Visnu. His chains then 
fell apart. The king was told about this miracle by the prison gaurds. Refusing to 
believe it, he himself bound SrT Annamacarya in chains only to find a repeat of the 
miracle. Then the king came to his senses and begged the saint for forgiveness. The 
latter then honoured SrT Annamacarya with many gifts. 

SrT Annamacarya was the first composer to compose Krti-s or Padam-s in Telugu in 
the Pallavi-Anupallavi-Carana format. He has also composed several Padam-s in 
Sarhskrta. He is known to have composed Suladi-s also 141 . In addition to these, he 
has composed 12 Satakam-s out of which Narasimha Satakam, Cennakesava 
Satakam, Sudarsana Krsna Satakam and Cinnikrsna Satakam are available. He has 
written both spiritual (Adhyatma) as well as erotic (Srngara) Padam-s. 142 His 
compositions have gained a lot of popularity on account of their devotional content, 
lyrical beauty, philosophical content and musicality. 

He was also a great musicologist who documented the changes occurring in the 
Kirtana form during his period in a Sarhskrta work called SankTrtana Laksanam. His 
son SrT Pedda Tirumalacarya is said to have commented on it. Unfortunately, this 
work is no longer available. However, SrT Pedda Tirumalacarya’s son SrT Cinna 
Tirumalacarya, under his guidance, translated his work into Telugu and called it 
SankTrtana Laksanamu 143 . This work is path-breaking in the sense that it is for the 


141 A Suladi has been found among the Copper Plate Inscriptions in the Tirupati temple which is 
attributed to him. Two more Suladi-s were found in stone inscriptions in the Tirupati temple in 1949 
AD which were examined by scholars in 1999 AD. These are attributed to Tallapakam composers but 
it is not clear which one of the composers has actually composed them. 

142 Vide Introduction, Flowers at his feet by Dr. Pappu Venugopala Rao, p 4 - 9 

143 vide Introduction by Dr. Salva Krishnamurthy to The Tunes of Divinity by Dr. Shu Hikosaka and Dr. 
G. John Samuel, p I - li 
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first time in history that the concepts related to KTrtana have been documented with 
musicological references to Laksana Grantha-s written earlier. 

3.3.8 Other Tallapakam Composers (Sixteenth Century AD) 

Pedda Tirumalacarya, Sri Annamacarya’s son was himself a composer who has 
composed several SankTrtana-s along the lines of his father’s songs. He also 
composed Prabandha-s. Pedda Tirumalacarya’s sons Cinna Tiruvenkata , Cinnanna 
and Cinna Tirumalacarya too were composers of Padam-s. Annamacarya’s sons 
and grandsons have been praised as poets and scholars by a scholar of King 
Krsnadevaraya’s court. 144 Cinna Tirumalacarya translated his work ‘SankTrtana 
Laksanam’ into Telugu. The Tallapakam Composers have composed many long 
poems like Satakam-s, Dandakam-s and Ragada-s. 

3.3.9 Venkata Mantri (Sixteenth Century AD) 

Venkata Mantri was the son of BhandarG LaksmTnarayana, the musicologist- 
composer who belonged to Krsnadevaraya’s court. A prabandha composed by him 
in praise of SrT Vyasaraya, in which he refers to his father and himself is known. 145 
Apart from this, there is no other information about his life and work. 

3.3.10 SrT Celivendala Gaviranga Dasa (Fifteenth Century AD) 

SrT Gaviranga Dasa was a composer who belonged to the Celivendala family. 
According to the lyrics of one of his compositions, he belongs to the time of 
Devaraya II. His compositions are Krti-s in Telugu which are in praise of deities such 
as Rama and Krsna 146 . 


144 Vide the author’s interview with Dr. Veturi Ananda Murthy 

145 This Prabandha has been referred to by the Maratha King of Thanjavur Tulaja in his work 
SahgTtasaramrta in the chapter on Prabandha-s. 

146 Vide Introduction by SrTkantam Nagendra Sastri, Celivendala Gavirangadasara Samagra Krti 
Malika, p v - vii 
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3.3.11 Ratnakara VarnT (Sixteenth Century AD) 

Ratnakara VarnT was a poet and writer best known for his magnum opus Bharatesa 
Vaibhava. He is said to be a trailblazer in Kannada literature employing the Satpadi 
metre and Sahgatya-s (compositions meant to be accompanied by a musical 
instrument). He has composed a few songs apart from the Bharatesa Vaibhava 147 . 
He was a court poet under the patronage of Bhairasa Wodeyar in Karkala in 1557 
A.D., contemporaneous to the rule of Aliya Ramaraya. In the Bharatesa Vaibhava, 
vivid descriptions of various Raga-s, musical instruments etc. also attest to his in- 
depth knowledge of music. 

3.3.12 SrT Kumara Vyasa (Fifteenth Century AD) 

Kumara Vyasa was a classical Kannada poet who is said to have lived in the times 
of King Krsnadevaraya. However, there are varied opinions on whether he lived in 
the sixteenth century or much before that (the earliest limit being Twelfth Century 
AD. However, some scholars opine that he lived in the period of the Vijayangara 
Empire. Considering the validity of this view, his musical contributions have been 
taken up in this study. He is said to have lived near Gadag and composed his works 
in the VTra Narayana temple in Gadag 

Kumara Vyasa is best known for his magnum opus Kamata Bharata Kathamanjari 
which is the Mahabharata written in Kannada. There is a tradition of musical 
recitation of this work (Kavya Vacana) which is prevelant even today. Another work 
by him is ‘Airavata’, accompanying which are some Krti-s composed by him 148 . 

3.3.13 SrT LaksmTsa (Sixteenth Century AD) 

SrT LaksmTsa was a poet best known for his work ‘Jaimini Bharata’. Scholars are 
divided on the time period when he lived. Opinions regarding his lifetime range from 
1137 AD to 1760 AD. However, some scholars have asserted based on 


147 Vide my interview with Dr. Srikantam Nagendra Shastri 

148 ibid 
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circumstantial evidence that Sri LaksmTsa Kavi lived in the Sixteenth Century AD 149 . 
Assuming that this view is valid, his musical contribution has been included in this 
study. 

Jaimini Bharata is written using the Vardhika Satpadi metre and focusses on events 
following the battle of Indraprastha between the Pandava-s and Kaurava-s, the topic 
of the epic narrative being the Asvamedha sacrifice conducted by Yudhisthira. Apart 
from this work, Sri LaksmTsa has composed some Krti-s in the Pallavi-Anupallavi- 
Carana format. 

3.3.14 Saint Arunagirinathar (Fourteenth Century AD to Fifteenth Century AD) 

Saint Arunagirinathar was a brilliant composer who composed ‘Tiruppugazh’ songs 
in Tamil which had a unique structure. He was said to be a great scholar well-versed 
in Sarhskrta, Tamil and other languates, Veda-s, Vedanga-s and the sixty-four arts. 

He was born before the middle of the fourteenth century AD to devout and scholarly 
parents. Orphaned early in life, he blossomed into a great scholar and led the life of 
a householder for many years. One day he was praying to Lord Skanda, his chosen 
deity at Tiruvannamalai, and wondered how to give vent to his emotions, when he 
heard a loud voice imploring him to compose songs. On hearing the voice of his 
beloved deity he suddenly started composing intensely devotional songs. 

The Vijayanagara King Bukka I met him and invited him to his court. Moved by the 
King’s humility and devotion, the saint graced his court. A duel with a Kali-worshipper 
Sambandhandan who was jealous of the Saint resulted in the former being totally 
humiliated 150 . 


149 Vide Part I : Laksmisa: Kala, Desa Mattu Birudu , Laksmisa: Articles by Dr. Vamana Bendre, 
Sumana and Dr. Adya Rangacharya, Ed. V. Seetharamaiah, p 10-11 

150 Vide 'The Greatness of Arunagirinatha' by P.K. Rajagopala Aiyar, Journal of the Music Academy of Madras, 
Vol LX, 1989, p 140-167 
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Saint Arunagirinathar’s compositions are not only rich in devotional content but 
present complex rhythmic patterns which are unparalleled. There are twelve basic 
rhythmic patterns called ‘Candam’s which are combined in various ways to yield 
innumerable patterns. It is said that the saint composed 16,000 songs out of which 
only 1350 are extant. These songs contain not less than 1008 candam-s. A unique 
feature of these compositions is that an appendage called ‘Tongal’ meaning ‘dollar’ 
or pendant is applied at the end of each section 151 . 

3.3.15 Sri Nijaguna Sivayogi (Sixteenth Century AD) 

Sri Nijaguna Sivayogi was the ruler of Kollegal district and is said to have lived in the 
sixteenth century AD. Though he was the ruler, he was known to be very generous 
and kind. He was a great scholar of Veda-s, Upanisad-s, Tarka, Vyakarana and 
Music. His wife Marigala did not approve of his humility and generosity. Over a 
period of years, his yearning for knowledge led him to renounce the world and 
become an ascetic. He became the disciple of Sri Sambhuliriga and studied under 
him for many years. The Guru sent him for training in Yoga under Bhujalirigaswami 
who taught him Mantra-Laya-Hatha-Siva Yoga-s. 

Later, he composed several works - Paramanu Bhava Bodha (which propounds the 
principles of Advaita), Kaivalya Paddhati which has 174 Pada-s, Anubhavasara 
which has a question-answer format, ParamarthagTte which is a long poem using the 
Ragale metre, Viveka Cintamani which is a comprehensive encyclopediac work 
covering a wide range of topics such as astronomy, poetics, medicine, musicology 
etc. Sri Nijaguna has given very useful information on the concepts of musicology 
pertaining to Raga, Tala and instruments in this work. 


151 

Vide 'Some Aspects of the Rythmic Beauties of Tiruppugazh' by P.K. Rajagopala Aiyar, Journal of the Music 
Academy of Madras, Vol LI, 1980, p 120-127 
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3.3.16 Other VTrasaiva Composers (Fifteenth and Sixteenth Century AD) 

From the Twelfth Century AD, there was a rich tradition of VTrasaiva Vacana 
literature started by saint-composers such as Sri Basavanna and Smt. Akka 
Mahadevi. During the Vijayanagara period, many VTrasaiva-s (Sivasarana-s) 
composed Vacana-s which sang the glories of the earlier VTrasaiva saints. Some of 
the prominent VTrasaiva composers of the Vijayanagara period were Tontada 
Siddhesvara, Tontada Siddhalingayati, Svatantra Siddhalingeswara, Ganalingideva, 
Maggeya Mayideva, Viruparaja, Gurubasava, Karasthalada Nagideva, Nirvani 
Bholesa. Their compositions comprised Vacana-s in the Pallavi-Carana format as 
well as Sataka-s, Sahgatya-s and Ragale-s. 


3.3.17 SrT Obayamatya 

Sri Obayamatya is thought of as being the father of Polluri Govinda Kavi, the author 
of the Ragatalacintamanl who lived in the early 17 th century. The identity of this 
composer has not been fully established. It is possible that he lived towards the end 
of the 16 th century, just at the end of the Vijayanagara period. Some Prabandha-s 
composed by him are known. 

3.4 Summary 

There was much musical activity in the period of the Vijayanagara Empire in which 
many eminent musicologists, musicians and musical composers flourished. They 
received royal patronage, encouragement and support from the Vijayanagara Kings 
who were in some cases themselves scholars and musicians. This chapter presents 
an overview of the life and works of all of these luminous personalities from the 
perspective of their contribution to Vijayanagara becoming a Seat of Music. 
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3.5 Appendix - A 

The following charts depict the various Vijayanagara kings along with their musical 
contemporaries. Dotted lines indicate patronage. '*’ indicates that interaction with or 
patronage from the royal court of Vijayanagara is not known. 

Sangama Dynasty 
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Sangama Dynasty 



Tuluva Dynasty 
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Aravidu Dynasty 


Aliya Ramaraya 
1542-1565 


iBiiiiiiiiiime 


Ramamatya, 

LaksmTsa* 
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Chapter 4 Musical Compositions of the Vijayanagara Period 

4.1 Introduction 

This chapter gives an overview of the huge wealth of musical compositions by various 
composers in the Vijayanagara period. By the examination of these compositions, it can be 
seen that they have created a unique treasury of Laksya (practical music) which laid the 
foundation of seminal developments in Karnataka music and inspired the succeeding 
generations of composers. The study of musical compositions has been divided into three 
main heads - those of the Haridasa-s, the Tallapaka composers and other composers. 

The scope of this study is limited by the time period of 1336 to 1565 AD and also pertaining 
to the Royal Court of Vijayanagara. The focus of this study is the set of musical compositions 
connected directly or indirectly to the court of Vijayanagara which had a direct impact on 
Karnataka music. For the sake of completeness, the work of other composers pertaining to 
the time period has also been briefly touched upon. 

4.1.1 Musical Compositions of the Haridasa-s 

The first few ascetics/saints of the Haridasa tradition, who lived earlier than and during the 
Vijayanagara period are: 

Sri NaraharitTrtha (1324 - 1333 AD) (in the position of the chief pontiff) 

Sri SrTpadaraya (1404 - 1502 AD) 

Sri VyasatTrtha (1460 - 1539 AD) 

Sri Purandara Dasa (1484 - 1564 AD) 

Sri Vadiraja (1480- 1600 AD) 

Sri Kanaka Dasa (1509 - 1609 AD) 
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Sri Narahari TTrtha (d. 1333 AD) is believed to have composed some Krti-s out of which only 
three are extant today. No other reliable information exists of other Haridasa composers 
between Sri Narahari TTrtha and Sri SrTpadaraya. 

This section examines the musical compositions of the Haridasa saints of the Vijayanagara 
period - Sri SrTpadaraya, Sri Vyasaraya, Sri Purandara Dasa, Sri Kanaka Dasa and Sri 
Beluru Vaikuntha Dasa from various perspectives. 

Similar to their counterparts spearheading the Bhakti movement in various parts of the 
country, Haridasa-s were primarily interested in communicating their message of the glory of 
the Almighty and Surrender to the God-head for promoting the welfare of mankind. The use 
of music as a medium of communication of their message to the common people, 
irrespective of caste, creed or social status, had some unique advantages such as easy 
delivery in a pleasant and acceptable form, quick distribution of the message ddue to their 
frequent visits to places of Pilgrimage and temple locations and emotional participation of the 
audience. 

Though the main purpose of Haridasa compositions was the propagation of spiritual/moral 
and social messages, as a by-product, their body of work impacted Karnataka music 
substantially. This is seen in many ways. The plethora of DesT Tala-s eventually were 
replaced by the Suladi Sapta Tala-s. A number of Raga-s which were perhaps not in vogue 
earlier came into the forefront. The Krti or Pada form used by them eventually evolved into a 
very complex form of Art music. 

This intense creative period in simplification, modifications in some areas, creation of new 
forms as well as making music a widely popular source of enjoyable communication and a 
social event was a very great significant contribution by the Haridasa-s of Karnataka. 

The musicological content of these compositions has been analysed from the following 
perspective: 

• Raga-s used 

• Tala-s used 

• forms used and evolved by the Haridasa-s 

• musical and musicological concepts embedded in the compositions 
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An in-depth study of the Raga and Tala system, as well as the Forms and Thematic 
classification of the compositions of the Haridasa-s has been carried out in consultation with 
several manuscripts, printed works and musicological treatises. 


4.1.1.1 Raga-s used by Haridasas 

The compositions of the Haridasa-s have been transmitted over the centuries mainly by oral 
tradition, with some written documents surviving only after they had been copied from earlier 
ones in early 17/18 th centuries after the fall of the Vijayanagara empire. There has not been 
a history of notation of these compositions. Most of the manuscripts of the compositions 
contain the lyrics and just the name of the Raga-s and Tala-s. Only in the late 19 th and early 
20 th century, attempts were made to collate and publish the compositions (which were 
available in manuscripts and which also existed in oral tradition) by various individuals and 
institutions. Since then, many publications of Haridasa Sahitya have been brought out. 
However, in most of these publications, emphasis has been laid on the textual content of the 
lyrics rather than the musical elements. 

Another development that has started from the middle of the 20 th century is the proliferation 
of recorded music. Since recording technology has advanced greatly and musicians have 
also experimented with different tunes and Raga-s, the Haridasa compositions have been 
recorded by several musicians in different Raga-s. While this has increased their popularity, 
this also has resulted in the original melodies and Raga-s being obscured from public 
memory. Many of the recent publications of Haridasa compositions mention Raga names 
based more on the popular recorded versions of the Haridasa compositions which could well 
be different from the original Raga-s in which they were sung. Oral traditions (in institutions 
like Mutts and in the families of Haridasa-s) have also been unfortunately greatly influenced 
by the popular recorded versions. As a result of this, no genuine oral traditions of Haridasa 
compositions that preserve the authentic music of the Vijayanagara times have been found 
even after search. 
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Due to the above reasons, it is very difficult to establish the original melodies that could have 
been used for the compositions. It is also quite difficult to state with certainty the Raga-s 
used for each of the compositions. However, it is possible to arrive at a total set of Raga-s 
which was most probably in use by the Haridasa-s. 

4.1.1.1.1 Arriving at a set of Raga-s likely to have been used by Haridasa-s 

After examining several possible sources, it appears that there could only be a few which 
could be considered as the most authentic for determining the Raga-s likely to have been 
used by the Haridasa-s. The information given by them would be perhaps the most accurate; 
however, it is by no means complete. The reason for that is that a huge number of Haridasa 
compositions are also apparently lost. Had these survived, there might have been more 
information about the Raga-s used by the Haridasa-s. Therefore, the list of Raga-s arrived at 
with the help of available sources is not exhaustive, but does give some insight into some of 
the pioneering attempts by Haridasa-s in the usage of Raga-s. 


The following are the sources for information on the Raga-s used by the Haridasa-s: 

• Raga-s mentioned by name in the lyrics of Haridasa compositions 

• Raga-s with examples of Suladi-s described in the musicological works (Laksana 
Grantha-s) SangTta Saramrta by Tulaja (1729-1735 AD) and Raga Laksanamu of 
Sahaji (1684-1711 AD) 

• Raga-s and notations of Purandara Dasa compositions in the Laksana Grantha 
SangTta Sampradaya Pradarsini written in 1904 

• Raga-s mentioned in the first printed book of Haridasa compositions published in 
Mangalore in 1850 by Hermann Mogling (based on oral tradition) 

• Raga-s mentioned in the published books of Haridasa compositions in the 20 th 
century (based on oral tradition and manuscripts) 

• Raga-s in manuscripts in Thanjavur Maharaja Sarasvati Mahal Library 

• Raga-s in a manuscript in Mysore - Kannada Adhyayana Samsthe (Kuvempu 
Institute of Kannada Studies) 

• Raga-s in manuscripts from Cippagiri and Gadhwal from the lineage of Sri 
Vijayadasa and his disciples 
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The lists of the Raga-s mentioned in each of the sources above have been examined with 
respect to musicological and literary sources in the subsequent sections. 

4.1.1.1.1 Raga-s mentioned in the lyrics of Haridasa compositions 

Some of the Haridasa composition lyrics contain the names of Raga-s. The details of these 
compositions have been given in Appendix A. 

The following is the list of the names of the Raga-s mentioned in the compositions of Sri 
Purandara Dasa: 

Ahari, Bhairavi, Bhouli , DesT, Desaksi, Dhanyasi, Goula, Gouli, Gujjari, (also mentioned as 
Gurjari, Gurjari), Gundakriya (also mentioned as Gundakriye), Kalyani, Kamboji , Kurunji, 
Malhari, Mukhari, Malavi (also mentioned as Malava), Maravi, Megha, Megharanjini, Nati, 
Namakriya, Padi, Phalamanjari, Purvi, Ramakriye, Saranga, Saveri, Sankarabharana, 
Saurastra, Todi, Vasanta, Y(V?)arali 

The following is the list of Raga-s mentioned in the compositions of Sri Kanaka Dasa: 

Hindola Vasanta, Narayani, Desaksi, Gurjari, Devagandhari, Gundakriya, Vasanta, Arabhi, 
Samanta, Malahari, Bhupali, Malavi, Sri, Salaga, Saurastra, Lalita 

The following is the list of Raga-s mentioned in the compositions of Sri SrTpada Raya: 

Devagandhari, Kalyani, Ananda Bhairavi 

No Raga names were found in the presently known compositions of Vyasaraya and 
VadirajatTrtha. 

If we consolidate the Raga names mentioned by Purandara Dasa, Kanaka Dasa and 
SrTpadaraya, we have the following set of names: 


Ahari, Bhairavi, Bhouli, DesT, Desaksi, Dhanyasi, Goula, Gouli, Gujjari, Gundakriya, Kalyani, 
Kamboji , Kurunji, Malhari, Mukhari, Malavi, Maravi, , Megha, Megharanjini, Nati, Namakriya, 
Padi, Phalamanjari, Purvi, Ramakriye, Saranga, Salaga, Saveri, Sankarabharana, 
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Saurastra, Todi, Vasanta, Y(V?)arali, Hindolavasanta, Narayani, Devagandhari, Arabhi, 
Samanta, Bhupali, Sri, Lalita, Anandabhairavi 

The above set of names total 42 in number. 

If we examine the Raga-s with respect to a contemporary Laksana Grantha - 
Svaramelakalanidhi (SMK) written by Sri Ramamatya in 1550 AD, we get some information 
about the status of the Raga-s in art music. Sri Ramamatya uses a classification of Uttama, 
Madhyama and Adhama (Superior, Middling and Inferior) to describe various Raga-s. Some 
Raga-s which fall in the Adhama category are merely mentioned and not even described by 
him. 

Of the above Raga-s mentioned in Haridasa compositions, some fall in the Uttama and 
Madhyama category. Others fall in the Adhama category - out of these, some have been 
described by Sri Ramamatya, whereas some have not. The following table gives the 
classification of these 42 Raga-s according to SMK: 


Category 

Raga-s 

‘Uttama’ 

Ahari, Bhairavi, Bhouli, Desaksi, 

Dhanyasi, GhurjarT, Malhari, Mukhari, 

Nati, (Suddha) Ramakriya, Varali, 

Malava(gauda), Samanta, Sri, Lalita 

‘Madhyama’ 

Gundakriya, Kambhoji, (Nada) 

Namakriya, Padi, Bhupala(T) 

‘Adhama’ with description in SMK 

Saveri, Sankarabharana, Saurastra, 

Narayani 

‘Adhama’ with no description in SMK 

Goula, Gouli, Kurunji, Todi, 

Phalamanjari, Devagandhara(T) 


The Raga-s not mentioned in SMK are the following: 

Desi, Kalyan(a)T, Malava, Maravi, Megha, Megharanjini, Purvi, Saranga, Salaga, Vasanta, 
Hindolavasanta, Arabhi, Anandabhairavi 
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The above Raga-s are found in some Musicological and literary works belonging to a period 
just before or after the Vijayanagara period. Some of the Raga-s have also been used by the 
Tallapakam composers as per the copper plate inscriptions 152 . 

A brief look at the musicological and literary works (which have the Raga references), time- 
period wise is as below: 

• Just before the Vijayanagara period (between 1200 and 1300 AD): Basava Purana 
(BP) 

• During the Vijayanagara period (1336 to 1565 AD): SangTta SiromanT (SSir), Natya 
Cudamani (NC), Sadragacandrodaya (SRC), Ragamanjari (RM), Ragamala (RMala), 
Singiraja Purana (SinP), Pampasthana Varnanam (PV), Jaimini Bharata (JB) 

• Just after the Vijayanagara period (early 17th century): Ragatalacintamani (RTC), 
Raga Vibodha (RV), Rasa Kaumudi (RKau), Abhinava BharataSara Sangraha 
(ABSS), SangTta Sudha (SSudha_, SangTta Parijata (SP), CaturdandT Prakasika 
(CDP), Cikka Devaraja Saptapadi (CDS) 


Raga 

Mentioned in 

Musicological /Literary 

Work Before and 

During Vijayanagara 

Period 

Mentioned in 

Musicological/ 

Literary Work 

just after 

Vijayanagara 

period 

Used by Tallapakam 

Composers 

DesT 

SSir, NC, SRC, RM, 

RMala, SinP, BP 

RV, ABSS 

Yes 

Maravi 

SRC, RM, RMala, 

RV, ABSS 


Megha 

SSir 

ABSS 


Megharanjini 

SSir, NC, SinP, PV, 

RTC, ABSS 

Yes 


152 See Section 3.1 for more details about the copper plate inscriptions of the Tallapakam composers 
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BP 



Purvi 

SRC, RM 

RV, ABSS 

Yes 

Saranga 

SSir, SRC, RM, 

RMala, NC, BP 

RKau, RV, 

ABSS 


Vasanta 

SSir, RTC, NC, SRC, 

RM, RMala 

RKau, RV, 

ABSS 

Yes 

Kalyani(a) 

SRC, RM, RMala 

RKau, RV, 

CDP, CDS 


Hindolavasanta 


SSudha, CDP 

Yes 

Arabhi 


SSudha, CDP 

Yes 

Ananda Bhairavi 


SP, CDP 


Salaga 

PV, BP 



Salanga 

BV, JB, BP 

SP 



The mention of Anandabhairavi and Salaga/Salariga above is noteworthy. Ananda Bhairavi 
has been mentioned in a lullaby composed by SrTpadaraya. This Raga is said to have a folk 
origin and is said to be ideal for marriage songs, lullabies etc. It has been referred to in the 
Anubandha (annexure) of CDP by Vehkatamakhi. 153 ‘Salaga’ occurs in one of 
Kanakadasa’s compositions. It could perhaps be ‘Salariga’ which has been corrupted due to 
scribal error into ‘Salaga’. Both have literary references in the Vijayanagara period, as seen 
above and Salanga has been mentioned in the musicological work SangTta Parijata of the 
mid-17 th century. The earliest reference to Salaga, however, is in Sangraha Cudamani of 
Govinda in the 18 th century. 


153 See http://www.carnatica.net/newsletter/anandabhairavinewsletter.htm for history of Ananda 
Bhairavi by Dr. S. Seetha, last accessed on 24 th September 2013 
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Based on the above, we can come to the following conclusions: 

• The Haridasa-s have used Raga-s which were not only considered superior and 
middling, but also those which were ‘inferior’ (not fit for composition) as per Sri 
Ramamatya’s classification. 

• Some of the Raga-s which have been ignored by Sri Ramamatya have been used by 
the Haridasa-s. These were probably not prominent in Southern art music. Some of 
them like Maravi, Purvi and Kalyani appear in Pan-Indian musicological works such 
of the Vijayanagara period such as SRC, RM and RMala but not in southern works. 

• Other Raga-s not mentioned by Sri Ramamatya which were used by Haridasa-s 
gained prominence in the 17 th century such as Hindolavasantha, Arabhi, 
Anandabhairavi, Salanga etc. 

• It is also interesting to see that quite a few Raga-s used by the Haridasa-s have also 
been used by the Tallapakam, irrespective of their status in contemporary Laksana. 

We thus see that Haridasa-s have had a pioneering approach in the usage of Raga-s. Many 
Raga-s that were not considered important by contemporary theorists were used by them. It 
seems likely that the Raga-s were enriched by their usage in Haridasa compositions and 
thus gained popularity, paving the way for the next generation of musicians/musicologists 
building complex structures of the Raga-s. 

4.1.1.1.2 Raga-s in the musicological works (Laksana Grantha-s) Sariglta Saramrta by Tulaja and 
Raga Laksanamu by Sahaji 

Tulaja, the Maratha king of Tarijore has mentioned Purandara Dasa as a great saint in the 
introductory part of his work, the Sariglta Saramrta (SSA). He has described the Raga 
laksana-s of several Raga-s in which several examples of Gita, Thaya, Prabandha and 
Suladi are given. He quotes several of Purandara Dasa’s Suladi-s as examples for some of 
the Raga-s. 

His brother Sahaji, in his work Raga Laksanamu (RL-S) has also given examples of Suladi- 
s. Most of the examples are identical, except for Hindola being mentioned only by Tulaja and 
Maruva and DevagandharT being mentioned only by Sahaji. 
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It must be noted that Tulaja and Sahaji have quoted examples from various Suladi-s to 
describe Raga features. They have not given the complete notation of the Suladi-s, but only 
one or two lines from each of them where apparently the distinctive features of the Raga-s 
are seen. It appears from their works that the melodies associated with the Suladi-s were 
well known during the time they were written. Since the time of the writing of these two works 
was late 17 th /early 18 th century, which was about a hundred and twenty years after 
Purandara Dasa’s demise, it is highly likely that the original tunes of the composer were in 
vogue during Tulaja and Sahaji’s time. Their documentation gives us important information, 
however meager, about the Raga-s employed by Purandara Dasa. 

The following is the total list of Raga-s which has been mentioned by Tulaja and Sahaji 
together: 

Nata, ArdradesT, Nadaramakriya, Goulipantu, Goula, MalaharT, Varali, Ramakriya, 
Sankarabharana, Arabhi, Purvagaula, NarayanT, Narayanadesaksi, Kedara, Bhairavi, 
RTtigaula, Hindolavasanta, Hindola, Bhupala, Kannadagaula, Chayagaula, Mukhari, 
Devagandhari, Maruva 


Of the above, the Raga-s mentioned in Haridasa lyrics have already been dealt with in the 
earlier section. The Raga-s mentioned by Tulaja & Sahaji which have not been mentioned in 
Haridasa lyrics are: 

Ardradesi, Gaulipantu, Purvagaula, Narayanadesaksi, Kedara, RTtigaula, Hindola, 
Kannadagaula and Chayagaula 

Examining them against Sri Ramamatya’s classification of Uttama, Madhyama and Adhama 
as before, we have: 
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Category 

Raga-s 

‘Uttama’ 

Hindola, Kannadagaula 

‘Madhyama’ 

RTtigaula 

‘Adhama’ with description in SMK 


‘Adhama’ with no description in SMK 

Ardradesi, Purvagaula 

Not mentioned in SMK 

Gaulipantu, Narayana Desaksi, Kedara, 


Chayagaula 


For the Raga-s not mentioned in SMK, we have references in the following 
musicological/literary works: 

• During the Vijayanagara period (1336 to 1565 AD): Sadragacandrodaya (SRC), 
Ragamanjari (RM), Ragamala (RMala), Singiraja Purana (SinP) 

• Just after the Vijayanagara period (early 17th century): Ragatalacintamani (RTC), 
Raga Vibodha (RV), Rasa Kaumudi (RKau), SangTta Sudha (SSudha_, SangTta 
Parijata (SP), CaturdandT Prakasika (CDP), Cikka Devaraja Saptapadi (CDS) 


Raga 

Musicological/Litera- 

ry Work before or 

during Vijayanagara 

period 

Musicologica I/Literary 

Work just after 

Vijayanagara period 

Used by 

Tallapakam 

composers 

NarayanadesaksT 


SSudha, CDP 

Yes 

Kedara 

SRC, RM, RMala 

RKau, RV 


Chayagaula 

SinP 

RTC, SSudha, CDP 


Gaulipantu 


CDS 
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As can be seen above, all the Raga-s have some musicological/literary reference during or 
just after the Vijayanagara period. So, it is likely that they existed in Purandara Dasa’s time. 

Goulipantu has been mentioned in Sri Vijayadasa’s Pada ‘SrTsa Kolalanuduta Banda’. Sri 
Vijayadasa (1682-1755) was a contemporary of Sahaji and was the Haridasa who carried 
forward Purandara Dasa’s tradition. His Pada indicates that Gaulipantu was a well-known 
Raga in his time. 


4.1.1.1.3 Raga-s and notations of Purandara Dasa compositions in the Laksana Grantha Sariglta 
Sampradaya Pradarsini written in 1904 

The following Raga-s with notations have been given by Sri Subbarama DTksitar for 
Purandara Dasa compositions in his work, SaiigTtasampradayapradarsin! (SSP) which is a 
documentation of the tradition of the DTksitar school, as of 1904 AD: 

Bhupala, Nadaramakriya, Devagandhari, Malahari, Suddha Saveri, Kurunji, Kedara, 
Kasiramakriya 

Kasiramakriya and Suddha Saver! are the new names given in Ragalaksana of Muddu 
Verikatamakhi (RL-MV) written in the early 18 th century AD for Suddha Ramakriya and 
Saver! respectively mentioned in SMK. The same names have been followed in the SSP. 

All the above Raga-s described in the SSP for Purandara Dasa compositions have been 
dealt with in the earlier sections. 


4.1.1.1.4 Raga-s mentioned in the first printed book of Haridasa compositions published in 
Mangalore in 1850 by Hermann Mogling (based on oral tradition) 

In 1850, Reverend Hermann Mogling published for the first time Dasara Pada-s, which 
included those by Purandara Dasa. Following Raga names appear in the edition by 
Hermann Mogling: 

Mukhari, Kambodhi, Madhyamavati, Sankarabharana, Kalyani, Pantavarali, Ketara Gaula, 
Dhanyasi, Purvi, Regupti, Maravi, Saveri, NTIambari, Bhairavi, Ahari, Saurastra, Bilhari, Todi 
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Of the above, the only Raga-s which have not been dealt with in earlier sections are: 
Madhyamavati, Pantavarali, Ket(d)ara Gaula, Regupti, NTIambari and Bilahari. 

Examining these Raga-s against SMK and other sources, we find: 

• Madhyamavati, Kedaragaula, Regupti belong to the ‘Madhyama’ category and are 
described in the SMK. These obviously existed in the Vijayanagara period. 

• Panta(u)varali exists as Suddhavarati in RV and as Pantuvarali in CDP. If we 
consider the twentieth century shape of this Raga, it corresponds to the 51 st Mela 
which has been called Ramakriya by Sri Purandaradasa as mentioned earlier. This 
Raga surely existed in the Vijayanagara period. 

• Bilahari has been mentioned in NC, RTC and RV (as Velavali) and NTIambari in NC. 
Both Raga-s have been used by Annamacarya. This shows that they existed in the 
Vijayanagara period. 

In Rev. Mogling’s publication, the Dasara Pada-s (Haridasa Pada compositions) were 
collated from oral tradition, so it is a faithful reproduction of the oral tradition prevalent in his 
time. The source of this tradition is not known - whether musicians or lay persons were 
made to sing to in order to capture the compositions. It is also certain that there was more 
emphasis on the lyrics than the Raga-s. However, it is likely that the Raga-s as mentioned 
above were those which were originally used for the compositions, since they did exist in the 
Vijayanagara period. 


4.1.1.1.5 Raga-s mentioned in the published books of Haridasa compositions in the twentieth 
century (based on oral tradition and manuscripts) 

In the twentieth century, many books containing Haridasa compositions were brought out by 
institutions and individuals who sourced them from existing manuscripts and oral traditions. 
Enormous efforts were made to collate, edit and publish these compositions, notably by 
Varadendra Sahitya Mandali, SrTman Madhwa Siddhanta Granthalaya, Institute of Kannada 
Studies at University of Mysore. 
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Apart from Raga-s which have already been taken up in the previous sections, there were 
some Raga-s mentioned in the above publications which appear to be of a relatively recent 
origin such as JhenjutT, Athana, Behag, Manji, Malaya Maruta which could not have possibly 
existed in the Vijayanagara period. It is possible that some of the above printed editions 
contain some compositions with the original Raga-s such as Mukhari, Regupti, Karhboji etc. 
However, it is very likely that many of the Raga-s printed here are not the original ones for 
the compositions. 


4.1.1.1.6 Raga-s mentioned in Thanjavur Manuscripts 

Some palm-leaf manuscripts of Haridasa compositions have been preserved in the 
Thanjavur Maharaja Serfoji’s Saraswathi Mahal Library. The following manuscripts were 
examined for the assignment of Raga-s to the Haridasa compositions: 

D10906, D10907, D10908, D10909, D10910 

In the above manuscripts, the following Raga-s were mentioned: 

Nata, Varali, Saranga Nata, Ramakriya, Sri, Kannada Nata, Lalita, Suddha Dhanyasi, Gaula, 
Saurastra, AhirT, Gundakriya, MalavasrT, Bilahari/Velahuri, Bhairavi, Gujjari, Ket(d)ara Gaula, 
Narayani (a)Gaula 

The paper manuscripts B11575 and B 11577 (copies of Palm Leaf manuscripts entitled 
‘GTtadi’ was also examined. There were some Suladi-s of Haridasa-s present in these 
manuscripts along with other compositions. The Raga-s for these Suladi-s were 

Manohari, ArdradesT, Sri, Gundakriya, Bhupalam, Saranga Nata, Gaula, Varali, Suddha 
Saveri, Devagandhari, Hindolavasanta, Bhupala, Kambodhi, Bhairavi, Kannadagaula, 
Revagupti 

It may be noted that all the Raga-s except Manohari and Suddha Saveri have been analysed 
in the preceding sections. It will be seen later that Manohari has also been used by 
Tallapaka composers, though it has not been described in musicological treatises. Suddha 
Saveri is first seen in the Raga Laksana of Sahaji as a Janya of Malavagaula. However, the 
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Thanjavur manuscript B11575 mentions that this is a Janya of Sankarabharana. Perhaps the 
copy of the composition in the manuscript is a more recent version. 
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The TMSSML Manuscript no. D10906 


4.1.1.1.7 Raga-s mentioned in the Mysore Manuscript 

In the Mysore Kuvempu Kannada Adhyayana Samsthe or Kuvempu Institute of Kannada 
Studies, there is a palm leaf manuscript K570 which has many Suladi-s. It is interesting to 
note that the Suladi-s have been preceded by ‘Ayita’-s which are basically Raga Sancara-s. 
This is followed by the text of the Suladi-s for which some Raga names are assigned. 
Following are the Raga names in the manuscript: 

Nati, Kedara Gaula, Sri, Madhumadhavi, Saurastra, Mecabauli, Ahari/Ahiri, 

Sankarabharana, Ramakriya, Chayagaula, Vasanta Bhairavi, Bhairavi, Kannada Bangala, 
Kannada Gaula, Suddha Vasanta, Nadaramakriya, Lalita, Mangala Kaisiki, Samanta, Gujjari, 
Hindola, Velavari, Kamboji, Gundakriya, Desaksi, Narayani, Narayana Desaksi, Hejjujji, 
Malavasri, Bhupali, Salaga Bhairavi, Kedara Gaula, Suddha Desi, Narayana Gaula, 
Jayantasena, Sama, Bhinna Sadja. 

Of these, Chayagaula has already been examined. 
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The Raga-s Vasanta Bhairavi, Kannada Barigala, Kannada Gaula, Lalita, Narayani, 
Narayana Desaksi, Suddha Vasanta, Velavari, Suddha DesThas been used by Tallapakam 
composers (as per the copper plate inscriptions), as shall be described later in this chapter. 

Bhinna Sadja and Salaga Bhairavi (Saranga Bhairavi) occurs in SMK, and Madhumadhavi 
occurs as Madhyamadi in SRC, both of which belong to the Vijayanagara period. 
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A few leaves from The Mysore Manuscript K570 


The Raga-s Jayantasena and Narayana Gaula occur in SangTta Sudha. Sama is first seen in 
the CDP. Thus, they occur in treatises just after the Vijayanagara period. Hence it is highly 
likely that they were present in the Vijayanagara times. 
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4.1.1.1.8 Raga-s mentioned in Cippagiri and Gadhwal Manuscripts 

There are some manuscripts in the possession of the family of Haridasaratnam Gopaladasa 
in Kogilu, near Yelahanka, Bangalore. These have been written by SrT Vijaya Dasa’s 
adopted son, SrT Mohana Dasa’s grandson, SrT Venkoba Dasa. There are seven 
manuscripts in all, out of which three pertaining to SrT Vyasaraya, SrT Svadiraya (Sri Vadiraja 
of Svadi or Sode) and SrT Vaikuntha Dasa were consulted. 

The Raga-s found in these manuscripts were Padi, Ahari, Pantuvarali, Saurastra, Todi, 
Kalyani, Bhairavi, Saveri, Kambodi, Purvi, Regupti, Mayamalava(gaula), Kedara Gaula, 
Sankarabharana, Madhyamavati, Kalyani, Rudrabharana, Nata. All these Raga-s with the 
exception of Saurastra have been examined in earlier sections. It will be seen in subsequent 
sections that Saurastra is also present in the list of Raga-s used by Tallapakam composers, 
so it is likely to have been used by the Haridasa-s as well. 

Some manuscripts from Gadhwal, written by disciples of SrT Vijaya Dasa (the disciple of SrT 
Purandara Dasa) which are now in the possession of SrT M.T. Prahlad in RT Nagar, 
Bangalore were examined by this author. These too contain compositions of SrT Vyasaraya, 
SrT Svadiraya (Sri Vadiraja of Svadi or Sode), SrT Purandara Dasa and SrT Vaikuntha Dasa 
among other Haridasa-s. These were consulted. 
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Pages from a Gadhwal Manuscript 


The compositions in these manuscripts along with the Cippagiri manuscripts have also been 
published by Sri M.T. Prahlad in his book, ‘PracTna Hastapratigalallina Haridasa Krtigalu’ 154 . 
According to this book, the Raga-s of the compositions by the above mentioned saints are 
as follows: 

Padi, Saveri, Madhyamavati, Ahari, Bhairavi, Kalya ni, Sankarabhara na, Ahari, Kambodi, 
Mukhari, Purvi, Saurastra, Kedaragaula, Kambodi, Pantuvarali, Varali. All these Raga-s have 
been examined in earlier sections 


154 Pracina Hastapratigalallina Haridasara Krtigalu Ed. M.T. Prahlad, Vyomakesha Prakashana, 2007 
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A Page of a scanned copy of the Chippagiri Manuscript 

4.1.2 Employment of BattTsa Raga-s by Haridasa-s 

Scholars have opined that Purandara Dasa used ‘BattTsa Raga-s’ (a group of 32 Raga-s) in 
his compositions. Indeed, one of Purandara Dasa’s Pada-s starts with the words ‘Tutturu 
Turendu BattTsa Ragagalanu’ which illustrates that the composer was well aware of the 
system of BattTsa Raga-s. The lyrics of this composition give only the names of 9 Raga-s. 
The other names of the Raga-s have been collated from other Pada-s of Purandara Dasa 
(ref. Appendix A). The total number of Raga-s thus obtained is 32. 
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However, it must be noted that apart from the composition ‘Tutturu Turendu..’ Purandara 
Dasa does not use the term ‘Battlsa Raga’ in the other compositions. He has not declared in 
these other compositions that the Raga-s being named by him belong to the Battlsa Raga 
group. Even in the composition Tutturu Turendu..’ he refers to Battlsa Raga-s being sung, 
but does not say that he has used the Raga-s for his singing or composition. So, it is 
possible that some Raga-s mentioned in these are not part of the Battlsa Raga group. Since 
many of his compositions are said to be lost, it is not possible to determine whether he has 
listed out only ‘Battlsa Raga-s’ specifically in any compositions other than in Tutturu 
TGrendu’. It would be incorrect to assume that Purandara Dasa used only ‘Battlsa Raga-s’ 
and none else. It is more likely that Purandara Dasa used some or all of the Battlsa Raga-s, 
and some other Raga-s as well. 

Kanaka Dasa has also mentioned the phrase ‘Trayadasadvaya Ragadim’ in his Pada 
‘Pusarana Janakane’. Taking his composition ‘Taiigadirananimisa Tarakegalu’ and in his 
epic ‘Mohana Tarangini (chapter 22, verse 32) in which he has mentioned names of Raga-s, 
we get a total of 16. However, not all the names of the Raga-s mentioned by him coincide 
with those mentioned by Purandara Dasa. Again, Kanaka Dasa, like Purandara Dasa, talks 
about 32 Raga-s being sung, but does not state that he is using them for his compositions. 

Sripadaraya has mentioned 3 Raga names in only one composition - Lali Govinda Lali. The 
names mentioned by him again do not fully overlap with the names mentioned by the other 
Haridasa-s. He does not mention 32 Raga-s, neither do Vadiraja or VyasatTrtha. 

Collating the Raga names from the lyrics of all the 3 Haridasa-s who have mentioned them, 
we get a total of 42 Raga-s. Adding to this is the number of Raga-s obtained from other 
sources (such as Tulaja’s and Sahaji’s works and Hermann Mogling’s publication), which is 
14, we get totally 56 Raga-s. 

It indicates that the Haridasa-s used more than 32 Raga-s. They were aware of the system 
of using 32 Raga-s, but did not restrict themselves to that number. 

Exploring the system of Battlsa Raga-s, we find that the system of Battlsa Raga-s has been 
in vogue in South India even prior to the Vijayanagara period. It has been apparently used 
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by VTrasaiva composers. We find a mention of the phrase ‘BattTsa Raga’ in one of 
Basaveswara Vacana-s written in the 12 th century. There are references to these in some 
musicological works as well. However, it has been found that the Raga names defined as 
belonging to the 32 Raga group vary from one musicological/literary work to another. It is 
probably likely that the number 32 was sacrosanct, but the Raga-s belonging to the group 
changed from time to time based on popular taste. 

A comparison of the Raga names collated from the lyrics of Haridasa-s was done with the 
set of 32 Raga-s mentioned in the following Laksana Grantha-s (musicological works) and 
literary works: 

• Basavapurana (BP) by Palkurki Somanatha 

• Natyacudamani (NC) by Somanarya 

• Ragatalcintamani (RTC) by PolGri Govinda Kavi 

• Abhinava Bharata Sara Sangraha (ABSS) by Mummadi Cikka Bhupala 

• Vivekacintamani (VC) by Nijagu na Sivayogi 


Basava Purana and Vivekacintamani give information of the 32 Raga-s in the VTrasaiva 
tradition. In the other three of the Lakshana Granthas mentioned above, the 32 Raga-s are 
divided into 8 Purusa(male) and 24 StrT(female) Raga-s. 

It was found that some Raga-s mentioned by the Haridasa-s have not been mentioned in 
these works as belonging to the 32 Raga group. At the same time, some Raga-s from the 
works were missing in the list collated from Haridasa lyrics. Though many Raga names are 
common in the four works - BP, NC, RTC, VC and ABSS, they are also not in complete 
mutual agreement over the list of the 32 Raga-s. (Ref. Appendix B). 

4.1.3 Tala-s used by Haridasa-s 

The Haridasa-s brought about revolutionary changes in the Tala system which was prevelant 
during their times. They replaced hundreds of DesT Tala-s with about 10 Tala-s which were 
simpler and more appealing. They used a system of 7 Tala-s which later came to be known 
as ‘Suladi Sapta Tala-s’. These were perhaps employed in their Capu form (i.e. by just using 
beats and no finger-counting) by the Haridasa-s as they used their ‘CippalT’ instruments to 
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reckon the Tala-s while singing their devotional songs. These Suladi Tala-s were used not 
only in Suladi-s but also in the Pada-s and other compositions of Haridasa-s. The Haridasa-s 
thus brought in a seminal change in the Tala system by replacing all the DesT Tala-s with 
only the 9 or 10 Tala-s that were used by them. 

Looking at the notation of the songs of the Haridasa-s from the printed sources mentioned in 
the Raga section, we have the following set of Tala-s: 

Dhruva, Matthya (Mantha), Triputa (Trivide), Atta, Rupaka, Jhampe, Eka, Adi, Misra Capu, 
Khanda Capu, Ragana Matthya, Jhombada. 

Of these, the first seven are Suladi Sapta Tala-s. Misra Capu and Khanda Capu have the 
total counts of 7 and 5 per Avarta (cycle), which are exactly half of the total counts of Dhruva 
and Matthya (14 and 10) respectively, so these are probably their Capu forms. Adi Tala in its 
present form is a variety of Triputa Tala. In its earlier form, it resembled the single Laghu 
form of the Eka Tala of today. So, it is possible that the Adi Tala mentioned in Manuscripts 
actually refers to the present-day Eka Tala, which is one of the Suladi Sapta Tala-s. 
Jhombada is the inverted version of the Adi Tala of present times. Ragana Matthya was a 
version of Matthya Tala which had the structure of sis i.e. a Guru, a Laghu and a Druta. 

The evolution of the Suladi Sapta Tala-s is covered in detail later in this chapter. 

4.1.4 Musical concepts mentioned in Haridasa Sahitya 

In the Haridasa Sahitya, apart from mention of Raga names, there are references to musical 
concepts, JatT-s related to dance and musical instruments. 

It can be seen from the compositions of Purandara Dasa that he was well-versed in music, 
as he has mentioned many technical musical terms such as Tala, Mela, Dhvani, Svara, 
Gana, Raga Bhava, Svara Gnana, Manodharma, Jati, SangTta, Prabandha, Gita (types of 
forms), Susvaravo, Sujatiyo (the Jati-s which were associated with melody, Mandara, 
Madhyama, Taraka (the 3 sthayi-s), Ghana Raga, Bharata Natya, Gana, Gandharva Gana, 
Sama Gayana, Panca Nataka Bheda, etc. The Kannada term ‘Padu/Hadu is used frequently 
to indicate singing. His favourite diety is referred to as Ganalola (well-versed in singing), 
Venuganalola (well-versed in/easily pleased by playing the flute) etc. The term ‘KTrtane’ is 
frequently used to indicate devotional songs. In addition to these, there is a plethora of Jati-s 
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which are used in dance such as Tathai Tathai Tha, Jhamtuta Takadhimi Tadhiiiginatom, 
Takadhimi Tadhike. The most outstanding example of this is the Pada Kunidado Krsna 
Kunidado which has the following passages of Jati - 

Dhigidhiditangina tangina thaka thakkadhimi, Jhem Jhem Jhem, Jhunam Jhunam Jhum Ki 
tatakitakita Tonginato Dhimi Toriginato Dhimi Torigina, Tonkini Tomhiri Tomtari Tarigita 
Takkita Tarigita Takkita, Dhimikita Dhimikita Tadhikuta Dhikutam taddathai 

Vyasaraya too has incorporated Jati-s in a composition of his - Krsna Sarpana Hedeyalli. 

All the Haridasa-s mention many musical instruments such as Tala, Dandige, Bheri, 
Maddale, Vine, Kinnari, ‘Sada Panca’ Ghante, Jhagateya, Kombu, Kolalu, Jekke, Dhakke, 
Bhobhali, Mrdariga, Dandige, Nagaswara, Noubattu, Nagari, Dundubhi, TambGri, Tittiri 
Mauri. It must be mentioned that the TambGri has been mentioned by both Vyasaraya and 
Purandara Dasa in their compositions. This is probably the first time that this instrument has 
been mentioned in musical compositions. 

4.1.5 Forms Used by Haridasa-s 

4.1.5.1 Abhyasa Gana 

Sri Purandara Dasa is credited with the authorship of the initial learner’s lessons in 
Karnataka music - Sarali Varase, Janti Varase and Alankara. Dr. R. Sathyanarayana has 
discussed the matter of his authorship 155 . Taking the evidence of the Laksana Grantha-s 
CaturdandT Prakasika and SangTta Saramrta, he has demonstrated that these forms of 
beginners exercises (Abhyasa Gana) were probably present during Purandara Dasa’s time. 
Dr. Veturi Ananda Murthy in his Ph.D. Thesis on Tallapaka composers 156 has also 
mentioned the existence of Abhyasa Gana during the times of Tallapaka Cinnanna, the 
grandson of Sri Annamacarya who was a contemporary of Sri Purandara Dasa. Sri 
Cinnanna, in his work ‘Usa Parinayam’ gives examples of Sarale Varase-s taught to the 


155 vide Dr. R. Sathyanarayana’s analysis of Sarali Varase, Janti Varase and Alarikara in ‘Karnataka 
Sangitadalli Haridasa Pantha’, Ganakala Manjari, Volume - 2, Page 11-17 

156 vide Dr. Veturi Ananda Murthy’s Ph.D. Thesis entitled Tallapaka Kavulu Krtulu - Vividha Sahiti 
Prakriyalu’ for Ph.D. awareded by Osmania University in 1965, Page 210 
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heroine Usa as an introduction to music. It is likely that the traditional belief of Sri Purandara 
Dasa being the author of the Abhyasa Gana forms is well founded. 


4.1.5.2 Pillari GTta 

Sri Purandara Dasa has composed a few ‘Pillari GTta’-s which are traditionally the first GTta-s 
to be taught to students of Karnataka music. ‘Pillari’ probably stands for ‘small’ since the first 
Gita is in praise of ‘Ganapati’ who is referred to as ‘Pillari’ 157 . These GTta-s can be 
considered ‘Yathaksara Prabandha’-s as the syllabic length corresponds to the length of the 
musical notes with one or two exceptions in them. 

These GTta-s will be taken up individually to highlight their structural features: 

SrT Gananatha Sindhuravarna 

This GTta is in Malahari Raga set to Rupaka Tala and has three stanzas. The first stanza of 
this GTta is as follows: 

SrT Gananatha Sindhuravarna 

Karuna Sagara Karivadana 

Lambodara Lakumikara 

Ambasuta Amaravinuta 

It is seen that the lines ‘Lambodara Lakumikara Ambasuta Amaravinuta’ are repeated in all 
the three stanzas as the third and fourth lines. 

It is also seen that the second line above ‘Karuna Sagara Karivadana’ and ‘Ambasuta 
Amaravinuta’ have the same Dhatu i.e. melody. The notation for this GTta given below: 


157 vide Dr. R. Sathyanarayana’s analysis of Pillari Gita-s in ‘Karnataka Sangitadalli Haridasa Pantha’, 
Ganakala Manjari, Volume - 2, Page 6-11 
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Raga - Malahari 


Tala Rupaka 
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In the above Gita, the line ‘Lambodara Lakumikara’ can be considered akin to a Pallavi. 
Then, ‘Ambasuta Amaravinuta’ is like an Anupallavi. The first and second lines of each of the 
stanzas can together be considered a Carana i.e. we have three Carana-s. We find that the 
Dhatu of the Anupallavi is repeated in each of the second lines of the stanzas. This is a 
feature which has been copied by later composers of Krti-s such as SrTTyagaraja. 


Kundagoura Gourivara 

This Gita too is in Malahari Raga and set to RGpaka Tala. It has three stanza-s each of 
which has two Dhatu-s. The same two Dhatu-s repeat across all the three stanzas. The 
lyrics ‘Mandara Kusumakara Makarandam Vasiture’ have the second Dhatu and these lyrics 
along with their Dhatu are repeated in each of the stanzas. This Gita has been quoted by 
Tulaja in his SangTta Saramrta as an example for Malahari Raga 158 . 


Kereya Niranu Kerege Calli 

This Gita is also in Malahari Raga but is set to Triputa Tala. It has two stanzas. Like 
Kundagaura, it too has two Dhatu-s in every stanza which repeat in both the stanzas. It also 
has the lyrics ‘Hariya Karunadolada Bhagyava Hari Samarpane Madi Badukiro’ which are 
repeated in both stanzas along with the second Dhatu. 


158 Vide Sarigita Saramrta, Ragaviveka Prakaranam, Page 87 
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According to Dr. R. Sathyanarayana, this Gita has been written as part of a Suladi in the 
manuscript K570 in the possession of the Kuvempu Institute of Kannada Studies, Mysore 159 . 
Hence, this was probably not a Gita but part of a Suladi in its original form. 


Padumanabha Parama Purusa 

It is set to Malahari Raga and Triputa Tala. There are two stanzas each of which has two 
Dhatu-s. The second Dhatu of both the stanzas is the same but the Matu (lyrics) are 
different. The first Dhatu of the first stanza is different from the first Dhatu of the second 
stanza. The signature of the composer in this song is ‘Abhinava Purandara Vitthala’ which 
indicates that this song was probably not composed by Sri Purandara Dasa but by his son, 
known by that name. 


Analekara Unnibolati 

The Gita ‘Analekara Unnibolati’ appears in manuscripts 160 immediately after the other Pillari 
GTta-s and also in some books published in the late 19 th and early 20 th century such as the 
SangTta Sarvartha Sara Sarigrahamu by Vina Ramanuja 161 and Gayana GayanTjana 
Parijatamu 162 . It is possible that this too is a composition by Sri Purandara Dasa but it 
cannot be stated with certainity that it is so as this does not contain his signature. This Gita 
contains Tenna and Pata Aksara-s and thus resembles a DTpanT Jati Prabandha. This Gita 
has two Dhatu-s, the second of which is traditionally sung twice. 


159 Vide Dr. R. Sathynarayana, Karnataka Sangitadalli Haridasa Pantha, Ganakala Manjari, Page 13 

160 ibid, Page 14 

161 SarigIta Sarvartha Sara Sarigrahamu by Vina Ramanuja, Published in 1873, Page 38 
162 Gayana GayanTjana Parijatamu Published between 1878-1904, authored by various scholars, page 
21 
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Bhayasamaya 

Apart from the Pillari GTta-s mentioned above, there is another Gita which bears Purandara 
Dasa’s signature. This Gita is set to Desaksi Raga and Triputa Tala. This Gita is found 
notated in two books - Gayana GayanTjana Parijatamu 163 and SarigTta Sarvartha Sara 
Sarigarahamu 164 . In the second book, the number of stanzas is not clear. In the first book, 
there are two stanzas. Each stanza has two Dhatu-s which repeat in both the stanzas. In 
the two stanza-s, the lyrics ‘Sri Verikatacaladevanelare Keralamanidanisuvare 'repeat. 

The notation for this Gita as per SangTta Sarvartha Sara Sarigarahamu is given below: 

Raga: Desaksi Tala: Triputa 
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163 ibid, page 22 

164 SarigIta Sarvartha Sara Sarigrahamu by Vina Ramanuja, Published in 1873, Page 39 
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4.1.5.3 Krti 

One of the foremost contributions of the Haridasa-s to Indian music was the Krti 165 form. It is 
generally believed that Sri Annamacarya was the first composer to come up with 
compositions in the Krti format which had Pallavi-Anupallavi-carana-s. However, Sri 
SrTpadaraya was his contemporary (Sri Annamacarya lived from 1408 to 1503 A.D. and Sri 
SrTpadaraya between 1404 to 1502 A.D.) and also composed Krti-s in the same format, so it 
is difficult to establish who was the first to do so. Moreover, Sri Narahari TTrtha who was a 
direct disciple of Sri Madhvacarya and lived in the 13 th century A.D. is said to have 
composed Krti-s, three of which are available now 166 . These too have the Pallavi-Anupallavi- 
Carana format. 

Among the Haridasa-s, Sri SrTpadaraya was the first prolific composer of Krti-s - as many as 
80 of his compositions of this type are available today. The Krti form was further propagated 
with the abundant output of Sri Vyasaraya, Sri Purandara Dasa, Sri Kanaka Dasa and Sri 
Vadiraja. The thematic variations in the Krti shall be taken up later in this chapter. This 
section discusses the structural features of this form. 

The Krti, as mentioned earlier, consists of the opening section Pallavi. This is sometimes 
followed by Anupallavi and then by several Carana-s. The structure of a Prabandha as 
given in Sarngadeva’s SangTtaratnakara has the sections - Udgraha (the opening section), 
Dhruva (the main mandatory section which is also a refrain), Melapaka (the section joining 
the Udgraha and Dhruva) and Abhoga (the concluding section which contains the 
composer/deity/patron’s name). Comparing this structure with that of the Krti, we see that 
the Pallavi is both the Udgraha and the Dhruva, in the sense of the refrain. If the Dhruva is 


165 The Krti is sometimes differentiated into KTrtana - having themes related to praise of God and Krti 
which has other themes. Dr. R. Sathyanarayana has called this differentiation ‘artificial’ in his ‘Music 
of the Madhva Monks’, page 19. In this dissertation, Krti stands for the form with the Pallavi- 
Anupallavi-Carana structure. 

166 Vide Haridasara Pada Suladigalu, Edited by Gorabalu Hanumantha Rao, Page 1. Manuscripts at 
Chippagiri, ‘Vijayadasara Katte’ which are said to be at least 250 years old at the time of publication of 
this book in 1957 A.D. (i.e. written around 1700 A.D.) by the family and disciples of Sri Vijayadasa 
have been referred to as the source. 
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taken as the main body of the song, it is the Carana-s which Take the place of Dhruva. The 
Anupallavi is the Melapaka which joins the Udgraha to the Dhruva. 

In the compositions of the Haridasa-s of the Vijayanagara period, we see many varieties of 
usage of Pallavi, Anupallavi and Carana-s. These are as below: 


4.1.5.3.1 Krti-s with Pallavi and Carana-s but no Anupallavi 
In this variety of Krti-s, we see the following types: 

1. The length of the Pallavi is half the length of the Carana 
Examples for this are: 

• Elladi Bandyo NT Helayya (by Sri SrTpadaraya), Raga: Revagupti, Tala: Capu 167 

• Sivadarusana Namagayitu Kele (by Sri Purandara Dasa), Raga: Madhyamavati, Tala: 
Adi 168 

• Indu Sairisari Sri Krsnana Tappa (by Sri Kanaka Dasa) Raga: Sankarabharana, Tala: 
Eka 169 

• Annavanunisidarati Harusadinda (by Sri Vadiraja), Raga: 

The Pallavi and first Carana of the composition ‘Elladi Bandyo NT Helayya’ mentioned above 
are as follows: 

Pallavi 

Elladi Bandyo NT Helayya 
Ni/lu NiHu Gopalakrsnayya 
First Carana 

Nosalalli Kirubevarittide AHi 
Hosapari Suddiyu Huttide 

167 Vide SrTpadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 27 

168 Vide Purandara Dasara KTrtanegalu (combined volume), SrTmanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p7 

169 Vide SrT Kanakadasara Hadugalu, Samaja Pustakalaya, Dharwad, 1972, p 131 
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Pusiyalla IMatu Muttide Ninna 
Nasunage KJrti Heccide 

2. The length of the Pallavi is equal to the length of the Carana 
Examples for this are: 

• Kombu Kolalanudutta Nambisi Podaneyavva (by Sri SrTpadaraya), Raga: 
Mayamalavagaula, Tala: Atta 170 

• Neredu Gopiyarellaru Krsnayyana (by Sri Kanaka Dasa), Raga: Sarikarabharana, Tala: 
Atta 171 

• Giniye Ninagenu Bekadanlve Hayavadana (by Sri Vadiraja), Raga: 


The Pallavi and first carana of the composition Neredu Gopiyarellaru Krsnayyana are as 
follows: 

Pallavi 

Neredu Gopiyarellaru - Krsnayyana 
Karavanu Pididukondu 
Bharadinda Bandu Yasodege Cadiya 
Aruhidarativegadi 
First Carana 

Balu Kalla Ninna Maga - Tatakaniva 
Balu Kadda NavanJtava 
Tolege Niccanikeya Hakade Kudivanu 
Neluvina Palmosara 


170 Vide Sripadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 43 

171 Vide Sri Kanakadasara Hadugalu, Samaja Pustakalaya, Dharwad, 1972, p 127 
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4.1.5.3.2 Krti-s with Pallavi, Anupallavi and Carana-s 
Examples for these types of Krti-s are: 

• Ittharige Iruveno Hariye (by Sri SrTpadaraya) Raga: Saveri, Tala: Adi 172 

• Enthaddo Hariya Karuna (by SrT Vyasaraya) 

• Etara Celuva Rarigayya (by Sri Purandara Dasa) Raga: Kedaragaula, Tala: Capu 173 

• Hege NT Dasanade He Prani (by Sri Kanaka Dasa) 

• Tgalo Innyavagalo T Tanavu Pogadiradu (by SrTVadiraja) 

4.1.5.4 Vrttanama 

The Vrttanama was a unique composition which was pioneered by the Haridasa-s. The first 
known Vrttanama was composed by Sri SrTpadaraya, which starts with the words ‘Mananidhi 
SrTkrsna’. This was followed by Vrttanama-s of SrT Vyasaraya and SrTVadiraja. The 
following are the known Vrttanama-s composed by Haridasa-s in the Vijayanagara period: 

• Mananidhi SrTkrsna by Sri SrTpadaraya, Raga: Regupti, Tala: Jhampe 174 

• Kelayya Enna Prarthane by SrT Vyasaraya 

• SrT Krsnarayana Torise by SrT Purandara Dasa 

• BhagavadgTtasara by SrT Purandara Dasa 

The Vrttanama consists of an optional Pallavi, an optional Anupallavi with one or more 
Carana-s followed by a pattern of a Sloka (Vrtta) followed by a Narha (Pada) repeating 
several times. The Pallavi, if present, is repeated at the end of each Nama. In the above 
Vrttanama-s, the following features with respect to Pallavi, Anupallavi and Carana are seen 

i) The first Vrttanama Mananidhi SrTkrsna has a Pallavi, Anupallavi and three 
Carana-s followed by several Sloka-Pada combinations. 

ii) The second and third Vrttanama-s (Kelayya Enna Prarthane and SrT Krsnarayana 
Torise) have a Pallavi but no Anupallavi and Carana. 


172 Vide Sripadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 8 

173 Vide Purandara Dasara KTrtanegalu (combined volume), SrTmanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 127 

174 Vide Sripadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 113 
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iii) The fourth Vrttanama, BhagvadgTtasara does not have a Pallavi, Anupallavi or 
Carana but directly starts from a Sloka. 

The Vrtta-s are sung without Tala and the Nama-s are set to Tala. The syllabic quantity 
varies in the lines of the composition. Each of the Vrtta and Nama has four lines. The Vrtta is 
not set to Tala. It is thus possible that either it was sung or not sung but recited as a Sloka. 

The fourth Vrttanama, BhagvadgTtasara has Sloka-s in Sanskrit and not in Kannada. It does 
not talk about Bhagvadgita but about the Nadicakra-s in the human body as per the science 
of Yoga, hence its name does not seem to be appropriate. It is also possible, that the Sloka- 
s are not original compositions by Sri Purandara Dasa but transmissional interpolations in 
which case this song does not qualify as a Vrttanama and the Pallavi cannot be considered 
as an optional feature. 

Summarising from the descriptions 175 in the SangTtaratnakara, Manasollasa, 
SaiigTtacudamani and SangTtasudhakara of the Vrtta, the Vrtta is any four-foot metre with a 
definite prosodical structure. There is a Vrtta Prabandha based on the Vrtta metre. The 
Prabandha is rendered in the following way: The first two feet constituted the Udgraha, the 
last two constituted the Dhruva and additional words constituted the Abhoga. There were 
two opinions about Svara in this Prabandha - one was that svara (solfa) passages were 
sung at the conclusion of each foot or the end of song, the other was that no such svara 
passages were sung. There were other Prabandha-s such as Vrttagandhi, Vrttadandaka, 
Vrttabandhini and Vrttamala which have Vrtta metre. Ragakadamba is another ancient 
Prabandha which can have multiple Raga-s, Tala-s and Vrtta-s. The creation of Vrttanama 
was probably due to the influence of the Vrtta and Ragakadamba Prabandha-s. 

However, though it is quite valid to say that the Vrtta Prabandha may have been an 
inspiration to the Haridasa-s to create the Vrttanama, there is no indication that it was sung 
in different Raga-s. In all available sources of each of the Vrttanarha-s, only a single Raga is 
indicated. The composition also may be antiphonal in nature, i.e. structured in such a way so 
as to have two singers singing alternately e.g. Mananidhi SrTkrsna in which the lyrics are a 
conversation between GopT-s and Krsna. Each of them alternately recite/sing a Sloka and a 
Pada. 

175 vide ‘Music of the Madhva Monks’ by Dr. R. Sathyanarayana, Page 13. 
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4.1.5.5 Dandaka 

The Dandaka form is a special type of form which was inaugurated by Sri SrTpadaraya. 

This form is said to be in between prose and poetry 176 . It is not divided into Pallavi, 
Anupallavi, Carana etc. and there is no refrain which occurs repeatedly. 

Among Haridasa compositions, there are only two known Dandaka-s 

• LaksmT Narasimha Pradurbhava Dandakam by Sri SrTpadaraya 

• SanTswara Dandaka by Beluru Vaikuntha Dasa 

LaksmT Narasimha Pradurbhava Dandakam - The theme of this composition is the 
Narasimha incarnation as described in the Bhagavata Purana. The language resembles old 
Kannada (Hale Kannada) 177 and is full of beautiful alliteration and onamotopoeic syllables. It 
is a long composition with 546 lines composed in 22 sections (Kadavaka), each of which is 
thematically self-sufficient. Its prosodical structure is that of Lalita Ragale in Kannada 178 . 
There is no Tala prescription for this composition. However, it has an inherent rhythm which 
fits and can be sung in Tisra Gati Adi Tala. 

Its features of onomoteopia and alliteration are beautifully brought out in the following lines - 

Katf/Kaihetf/Pufranna _7si Ci/rahim- 

-si ttu KolluvenendaprahopT^graha- 

-grastanagenu Maitiliyade Kudi O- 

-dyadi Baho Hiranyakhyagavele Ka- 

-ladadhage Sabhastambhadal Tanmaha- 

-rava Tanaddakattippadanta Maha- 

-dhvana Keluttale Nintana Hetuvam 

Kanade Aga AyasurT Hindugal 

176 Vide Dr. T.N. Nagaratna, Haridasara Bhakti Svarupa, Page 397 

177 ibid 

178 Vide Dr. R. Sathyanarayana, Music of the Madhva Monks, Page 9 
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BhGta Bhetalika Tandagal SakinT- 
-DakinT Dandugal Anji Bendadava- 
-Stambhava Vele Phat Phat Phafa ravadim 
STIiya Lelihanojvala Jvalegal 
Malegal Tumbi Kalgiccugal Cendadim 
Jantu Sarighakke Santapagaise Chita - 
- Chit Chife irigaragal BTse Idevudo 

SanTswara Dandaka - The theme of this composition is the praise of SanTswara, who is the 
mythological representative of the planet Saturn. It has 57 lines and describes in detail the 
effects of SanTswara’s influence according to Hindu Astrology. The concluding lines state 
that the recitation of this Dandaka eleven times on five Saturdays will counter the ill effects of 
SanTswara with the grace of Velapura Vaikuntha Vitthala. This composition too is full of 
alliteration. 

4.1.5.6 Gadya 

This type of composition has been christened ‘Gadya’ by Dr. R. Sathyanarayana 179 . There 
are two examples of this found in Haridasa Sahitya 

• Maruga Molle Mallige Jaji Sampige by SrT Vyasaraya 

• Namavali by SrT Purandara Dasa 

The first example Maruga Molle Mallige Jaji Sampige is a unique composition by SrT 
Vyasaraya. This song contains a vivid description of the deity of Udupi - SrT Krsna. This is an 
unsegmented song. The IKS edition of SrT Vyasaraya’s songs contains 60 lines divided into 
groups of 10. However, Dr. Sathyanarayana mentions 59 lines to the song, grouped on the 
basis of rhyming into 17 segments. The rhyming is on the second syllable as follows: 


179 ibid, page 69 
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Mu/z/ga Molle Mallige Jaji Sampige 
Tu/z/baloppuva Cudarutana Manikada 
Mereva Candrasuriya Mudiyaloppuva 
Kurc/lugudalu Baitaleya Oppugalu 

This does not conform to any of the features of a Gadya Prabandha in textual tradition. Its 
lines possess approximately equal syllabic content. The song contains the composer’s 
‘Arikita’ or signature in the end, but the Prabandha name is not mentioned. 

The other Gadya Prabandha is the Namavali by Sri Purandara Dasa which is a string of 180 
names of Lord Visnu. This goes as follows: 

“Anantakoti Brahmandanayaka, Ramabrahmarudrendradivandya, Bhaktavastala,.” This 

is found in the edition of Purandara Dasa songs by SrTmanMadhvasiddhanta Granthalaya, 
Udupi. The editor has added a note that the tradition of singing this is not known. This 
conforms to the Curnika variety of Gadya Prabandha 180 . 

4.1.5.7 Long Poems 

There are several long poems composed by the Haridasa-s of the Vijayanagara period 
which are unique. They provide evidence of the pioneering brilliance of these composers in 
creating new forms. 

4.1.5.7.1 Antiphonical song of Sri SrTpadaraya 

The song ‘Kanjanetre Subha Manjulagatre’ is a unique antiphonal composition by Sri 
SrTpadaraya. The lyrics depict a conversation between the two wives of Sri Krsna - 
Satyabhama and Rukmini. The song starts with a Pallavi (which is the refrain) followed by 
17 stanzas. Every odd stanza represents Rukmini’s statement and every even stanza 
represents Satyabhama’s statement. Each of Rukmini’s stanzas ends with ‘Bhamini Sugune 
Kamini’ and each of Satyabhama’s stanzas ends with ‘Rugmini Supadmagandhini’. 


180 Vide Dr. R. Sathyanarayana, Music of the Madhva Monks, Page 70 
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The available version of this song mentions only one Tala and Raga 181 . However, based on 
its structure of dialogue between two parties, Dr. R. Sathyanarayana likens it to the ancient 
Sukasarika Prabandha. Drawing upon musicological treatises such as those of Matanga, 
Someswara, Jagadekamalla, Parsvadeva etc. He says that the Carana-s pertaining to 
Rukmini and Satyabhama should be tuned to two separate Raga-s and Tala-s, and each 
Carana should be followed by ‘Pata’ or Jati-s on Mrdanga/Solkattu in vocal music 182 . 


4.1.5.7.2 Vaikuntha Varnane 

This is a poem by SrT Vadiraja which is composed in four chapters - Mukti, Laya, Srsti and 
Sthiti totaling 387 stanzas. The first introductory verse has been composed in the BhaminT 
Satpadi metre. The composition has Samskrta verses which are called by two names - 
‘Sloka’ and ‘Srti’. The latter apparently are extracts from Vedic scriptures and the former are 
from other sources. The Sangatya meter can also be seen in this composition 183 . The entire 
poem is an elaboration of the Sloka-s in Kannada. It is a description of Vaikuntha based on 
SrTman Madhvacarya’s school of Dvaita Vedanta. It has been classified as a Vrttanama by 
Dr. T.N. Nagaratna, perhaps because of the Sloka and Kannada verse format. However, 
unlike in other Vrttanama-s, each Sloka is not followed by a single Kannada verse but by 
multiple verses whose number is variable. It is also much longer than other Vrttanama-s of 
Haridasa-s. The Samskrta Sloka-s are not of a uniform number of lines and syllables per 
line. As mentioned earlier, these have also been collated from different sources and not 
composed by Sri Vadiraja himself. Probably due to these reasons, Dr. R. Sathyanarayana 
has not classified this composition as a Vrttanama. 

4.1.5.7.3 Suvvali of SrT Vadiraja 

The thematic significance of the Suvvali shall be taken up later in this chapter. There are 
three Suvvali-s composed by SrT Vadiraja which are long poems. Each has been taken up 
individually to highlight its structural features: 


181 Vide SrTpadarajara Krtigalu, Ed. G. Varadaraja Rao 

182 Vide Dr. R. Sathyanarayana, Music of the Madhva Monks, Page 21 

183 vide Dr. T.N. Nagaratna, Haridasara Bhakti Svaroopa, Page 398 
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Avataratraya Suvvali - This Suvvali has been composed to describe the three incarnations 
of Sri Madhvacarya as Hanuman, BhTma and Madhva. It has a Pallavi followed by 230 
stanzas of two lines each. It is interesting to note that the following stanza containing the 
words ‘Suvvi’ and ‘Suvvi Lali’ occurs at the very end of the composition, though it is sung as 
the refrain throughout the song: 

Suvvi Hanumanta Suvvi Suvvi BhTmasena Suvvi 

Suvvi Madhvarayarige Suvvi Lali 

Jagabirudina Suvvali - This Suvvali talks about the glories of Visnu in various Avatara-s and 
the refutation of Advaita. After the Pallavi occur 37 stanzas. Its stanzas are composed in the 
Tripadi metre. The second line of every stanza is repeated in the third line which contains an 
additional phrase which continues into the fourth line, making the meaning and music of the 
stanza complete. An example can be seen in the following stanza: 

Harige Saranembe Sirige Saranembe 

Vara Vaniramanage Saranembe Suvvi 

Vara Vaniramanage Saranendu Pelida 

Guru Vadirajendrana Krtiyendu Suvvi 

In this song, the word Suvvi occurs at the end of every Stanza and the following refrain 
occurs as the Pallavi: 

Suvvi Suvvi Namma SrTramanage Suvvi 

Suvvi Suvvi Namma Bhuramanage Suvvi 

Suvvi Endu Padi Sajjanarella Keli 

Tattvasuvvali 184 - This Suvvali too starts with the same first line as that of the Jagabirudina 
Suvvali - 

Suvvi Suvvi Namma SrTramanage Suvvi 

184 This is not to be confused with the famous Tattvasuvvali of SrT Jagannatha Dasa 
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The Suvvali also structurally conforms to the Tripadi singing, having the second line of every 
stanza repeated in the third line. The third line has an additional phrase and continues into 
the fourth line, making the meaning and music of the stanza complete. Thus, it is very similar 
to the Jagabirudina Suvvali in structure. 

This Suvvali talks about the glories of Visnu in various Avatara-s and the refutation of 
Advaita. After the Pallavi follow 35 stanzas. 

4.1.5.7.4 LaksmT Sobhana/Sobhane of SrT Vadiraja 

Sobhane is a type of song that is performed at weddings as a benediction to the bride and 
groom. Several Sobhane-s have been composed by different Haridasa-s. However, SrT 
Vadiraja’s LaksmT Sobhane is distinct in the sense that it is quite long as compared to the 
rest of such songs. It has as its theme the story of LaksmT’s wedding to Hari. At the 
beginning of the song, there is a Pallavi which is as follows 

Sobhanavennire Surarolu Subhaganige 

Sobhanavenni Sugunanige 

Sobhanavenni Trivikramarayage 

Sobhanavenni Surapriyage 

The Pallavi is followed by of 112 stanza-s which are of four lines each. Throughout the song, 
DvitTyaksara Prasa (alliteration on the second syllable) is seen. Interestingly, in some 
stanzas, the convention of Tripadi singing is seen i.e. the second line is repeated in the third 
line, which has an additional phrase and continues into the fourth line to make the meaning 
and music of the stana complete. However, this feature is not present in all stanzas. An 
example of this is 

Poleva Navaratnada Rasiya Tegetegedu 
Ulida Amararige Sallisida 
Ulida Amararige Sallisida Samudra 
Kaluhidanavara Manegalige 
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4.1.5.7.5 Svapnapada of SrT Vadiraja 

The Svapnapada of SrT Vadiraja is a long continuous poem composed in the Bhamini 
Satpadi meter. It does not have a Pallavi, Anupallavi and Caranas but has 45 stanzas. Its 
theme is Hari’s commandments revealed to SrT Vadiraja in a dream. Alliteration on the 
second syllable (DvitTyaksara Prasa) can be seen in the stanzas of this composition. 

4.1.5.7.6 Gajendra Moksa of SrT Vadiraja 

The Gajendra Moksa of SrT Vadiraja is a long poem without a Pallavi or Anupallavi. It has 50 
stanzas of four lines each which run in a continuous narrative describing a story from the 
Bhagavata Purana of King Indradyuma who has taken the form of an elephant being 
rescued from the clutches of a crocodile by Lord Visnu. The words Narayana-Krsna are 
repeated at the end of each couplet half or each stanza 185 . 

4.1.5.7.7 Gajendra Moksa of SrT Beluru Vaikuntha Dasa 

This composition is a long poem of SrT Beluru Vaikuntha Dasa which has a Pallavi followed 
by 11 stanzas. The stanzas are in Vardhika Satpadi and consist of 6 lines each. The story of 
Indradyumna as Gajendra from the Bhagavata Purana is the theme of this composition 186 . 

4.1.5.7.8 Gundakriya of SrT Vadiraja 

The Gundakriya of SrT Vadiraja is unique and the only one of its kind which is known. This 
composition has as its theme the refutation of rival religious or metaphysical systems such 
as Carvaka, Buddhism, Jainism, Advaita and exposition of Dvaita philosophy. It has 40 
stanzas which have alliteration on the second syllable (DvitTyaksara Prasa) and the 
composer’s ‘Arikita’ or signature. According to Dr. Sathyanarayana, a source of this 
composition lists the first two lines of the first stanza as Pallavi which may be repeated as 
refrain after every stanza 187 . 

Dr. Sathyanarana offers two possible explanations for the name of this song - one is based 
on the Raga assigned (Gundakriya) and the other is based on the theme of the song which 

185 Vide Dr. R. Sathyanarayana, Music of the Madhva Monks, Page 95 

186 Vide Beluru Vaikunthadasara KTrtanegalu, Ed. N. Gitacharya. The editor mentions that the same 
song is sometimes ascribed to Purandara Dasa, Kanaka Dasa and LaksmTsa. 

187 Vide Dr. R. Sathyanarayana, Music of the Madhva Monks, page 97 
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warns devotees of pitfalls of following rival religious systems, since ‘Gunda’ stands for ‘pit’ in 
Kannada. However, neither explanation can be proved or disproved due to lack of data. 

4.1.5.7.9 Dance Drama 

4.1.5.7.9.1 Narada Koravanji of Sri Vadiraja 

The Narada Koravanji of Sri Vadiraja is a musico-literary composition which is the earliest 
vernacular dance-drama in South India which can be included within the perimeter of 
classical music and dance and also incorporates folk elements 188 . ‘Koravanji’ stands for a 
fortune teller from a wandering gypsy tribe. In this dance-drama, Sri Vadiraja describes the 
celestial bard Narada taking on the form of a Koravanji and approaching the princess 
RukminT who wishes to marry Sri Krsna. Narada as the Koravanji who is already aware of 
Rukminl’s wish, predicts that it will come true. Krsna then arrives and carries Rukminl away 
and Koravanji is richly rewarded. 

Dr. R. Sathyanarayana traces the evolution of the Koravanji dance-drama right from the time 
of the Tamil epic Silappadikaram in his book ‘Music of the Madhva Monks’ in Kannada, 
Tamil, Telugu and Malayalam and elaborates on its folk origin and affiliation to classical 
music and dance. Writing about the Narada Koravnji, he says, “It is not simply a song or 
dance set to a literary theme performed by a single Koravanji as it did in its early phase but 
has a well defined dramatic element and clearcut dramatis personae. It has several features 
which are common to later Koravanji plays and therefore may be regarded as the archetype 
or exemplar for this literary musico-dance”. 

This composition has several remarkable features. The Koravanji arrives on stage in the 
beginning of the composition and remains there till the end. This composition has both 
prose passages (apparently to be sung by a ‘Sutradhara’ or narrator) and poetry. It has 
stanzas and prose in both Kannada and Telugu. An example of a Kannada stanza is as 
follows: 

Nadinoladhikanada Narayanana 
Tdillada Pati NTnu Madi- 


188 ibid, Page 98 
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Kondenendu Manadalli 

Nenaside Kandya Namma Krsna Kutuhaladi 

Below is the example of a Telugu stanza: 

Celuva Na Mata NTku Pucca 

Celuva Na Mata 

Kallagadu Na Kannulanu 

Pilla Vinuvamma PallavapanT Celuva Na Mata 

The stanzas are of 2 lines, 3 lines and 4 lines. Alliteration on the second syllable 
(DvitTyaksara Prasa) is seen in the stanzas. The prose passages have alliteration and 
euphony. 

4.1.5.7.9.2 Bhramara Gita of Sri Vadiraja 

'Bhramara Gita’ stands for Bee-song. The thematic description of this type of song has been 
given later in this chapter 189 . Compared to such songs by other Haridasa-s, Sri Vadiraja’s 
composition is unique in structure as it is a dance-drama consisting of both prose and verse. 

After invocation to Lord Ganapati, the composition starts off with a Samskrta Sloka. The 
stanzas in the composition are found in two varieties - either as part of a KTrtana format with 
a Pallavi and Carana-s (the Pallavi being the refrain repeated at the end of each Carana) or 
as separate stanzas. The stanzas are 2-line or 4-line. Alliteration on the second syllable 
(DvitTyaksara Prasa) is seen throughout the composition. The IKS edition lists several Raga- 
s and Tala-s in its footnotes ascribed to various parts of the composition. The composer 
himself has mentioned that he has used the ‘Suladi Tala-s’ in the beginning of the 
composition. According to Dr. Sathyanarayana, another source for this composition also has 
the original Bhagavata passages in Samskrta from which the composition is derived, which 
were apparently part of the text 190 . Thus, this is a bi-lingual Raga-Talamalika dance-drama. 


See Section 3.5.1 

190 See Music of the Madhva Monks, Page 144 
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4.1.5.7.10 Long Poems of SrT Kanakadasa 

Sri Kanakadasa has composed several long poems (Kavya in Kannada) which are unique in 
structure. They are briefly described as follows 

Mohana Tararigini 

This work employs the Sangatya meter. It is based on stories from the Skanda Purana, 
Visnu Purana and Bhagavata Purana and describes the story of Krsna’s grandson 
Aniruddha’s marriage to Usa 191 . It has 42 chapters and 2659 verses. It does not have a 
Pallavi. Alliteration on the second syllable is seen in its stanzas. 

Nalacaritre 

This work has been composed in the BhaminT Satpadi meter. It has as its theme the story of 
Nala and Damayanti as depicted in the Padma, Liriga, Matsya and other Purana-s 192 . There 
are 481 verses in this work, which does not have a Pallavi. This work has alliteration on the 
second syllable in its stanzas. 

Ramadhanya Caritre 

The BhaminT Satpadi meter has been used in this work, which has 100 verses and no 
Pallavi. It has as its theme the story of an argument between Ragi (millet) and Paddy grains, 
set against the backdrop of the Ramayana 193 . As with Kanakadasa’s other long poems, this 
work too has alliteration on the second syllable in its stanzas. 

Haribhaktisara 

This work too employs the BhaminT Satpadi meter. It has been considered a ‘Sataka Krti’. It 
seems to capture the essence of Kanakadasa’s personal beliefs and philosophy. True to its 
name, it is a composition dedicated to the devotion of Hari. The refrain ‘Raksisu 


191 Vide Dr. T.N. Nagaratna, Haridasara Bhakti Svarupa, Page 400 

192 ibid, Page 400 

193 ibid, Page 400 
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Nammananavarata’ is seen at the end of each verse. Like other works of its composer, it 
does not have a Pallavi and is a continuous poem. It consists of 108 verses 194 . 

4.1.5.7.11 Long Krti-s of Haridasa-s 

There are several long compositions of Haridasa-s which are in the Krti format, i.e. they have 
either only a Pallavi followed by several stanzas or both a Pallavi and Anupallavi followed by 
several stanzas. In terms of structure, they are no different from a standard Krti except for 
their length. Some examples of these types of compositions are as below: 

By Sri SrTpadaraya 

• Jaya Jaya Jagatrana Jagadolage Sutrana (Madhvanama), Raga: Saurastra, Tala: 

Adi 195 

• Lali Govinda Lali, Raga: Anandabhairavi, Tala: Jhampe 196 


By Sri Vyasaraya 

• Angajanayyanu Gokula Poguvaga 

• Ramanadidanuyyale RajTvanetranadidanuyyale 


By Sri Purandara Dasa 

• Acyutananta Govinda Hari, Raga: Madhyamavati, Tala: Ata 197 

• Elli Viratapuje Hrdayakamala, Raga: Bhairavi, Tala: Jhampe 198 

• Bannisalalave Ninna Venkataranna, Raga: TodT, Tala: Adi 199 

• Yakenna Ebbiside SrThariya Seve Dhyanada Olagiddene, Raga: Bhupali, Tala: 
Jhampe 200 


194 Vide Kanaka Kavya Samputa Ed. Prof. A.V. Navada, Page 97 

195 Vide SrTpadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 49 

196 Vide SrTpadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 142 

197 Vide Purandara Dasara KTrtanegalu (combined volume), SrTmanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 21 

198 ibid, p 113 

199 ibid, p 391 
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• Rariganolida Namma Krsnanolida Arigane Draupadi, Raga: Saurastra Tala: Adi 201 


By Sri Kanakadasa 

• Hege NT Dasanade - He Prani 

• Tsa Ninna Carana Bhajane 

• Vasudevaya Namo Vasukisayanaya Namo 

By SrT Vadiraja 

• Ammamma Gopiyane Enembe Para 

• Kutsitarollada Matsaravillada Satsabha KelalT Krtiya 

• Jaya Madhvavallabha Jayasuddha Sullabha 


There are a few compositions by Sri Purandara Dasa which do not have a Pallavi but consist 
of several stanzas. These are: 

• Gokuladolorva Rakendumukhi Tanu 

• Candragaviyanuttu Dundamuttane Katti 

• SrTrajita Kurugurulina Madhyadi 


4.1.5.8 Ugabhoga 

The Ugabhoga is a short composition which is packed with content which is usually 
devotional/philosophical. It is one of the very distinct forms of Haridasa compositions. Some 
scholars have the opinion that the name Ugabhoga is the abbreviation of Udgraha and 
Abhoga. There is also a view that this form is similar to the Vacana of the VTrasaiva saints 
and has been influenced by it. However, another view is that the Ugabhoga is a derivative of 


200 ibid, p 476 

201 ibid, p 492 
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the Salaga Suda Prabandha, just like the Suladi. Among the Salaga Suda was a Rasaka 
Prabandha set to the Rasaka Tala and this has evolved into the Ugabhoga 202 . 

Ugabhoga does not have the prescription of number of lines or number of syllables per line. 

It is not divided into Pallavi, Anupallavi and Carana. 

In many of the available sources of Ugabhoga-s, there is no prescription of Tala and Raga. 
However, some Ugabhoga-s do have a Tala prescription. These are usually sung to a single 
Raga and do not have any specific rules of Prosody though some may be poetic. These are 
similar to Sloka-s in their brevity and pithy nature. The content which is spread over Pallavi, 
Anupallavi and Carana in KTrtane is packed together in a few lines in this composition, 
thereby conveying a message in a very effective way 203 . 

4.1.5.9 Suladi 

The Suladi form was perhaps the greatest contribution of the Haridasa-s to the music of 
Karnataka. The Suladi is a composition which has several stanzas, each set to a different 
Tala. The last stanza called ‘Jate’ is the smallest and usully states a summary of the 
message of the entire work. A set of Nine Tala-s was typically used in the Suladi-s, Seven of 
which came to be known as the ‘Suladi Sapta Tala-s’. The Suladi evolved from the Salaga 
Suda Prabandha-s. 

The evolution of the Suladi from the Salagasuda is studied under the following heads: 

• Structural Evolution of the Suladi-s 

• The evolution of the Suladi Sapta Tala-s 

• Laya and Jati in Suladi Sapta Tala-s 

• Suladi Rendering 

• The significance of the philosophical content of the Suladi-s 

• Suladi Nrtta 

Following is the notation of a Suladi from a manuscript from Thanjavur Maharaja Serfoji’s 
Sarasvati Mahal Library, TMSSML Ms No. B11575: 


202 Vide Dr. R. Sathyanarayana, Suladis and Ugabhogas, Page 68-74 

203 Vide Dr. T.N. Nagaratna, Haridasara Bhakti Svarupa, Page 393-394 
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The notation of a Suladi from a manuscript- TMSSML Ms No. B11575, page 168 
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The notation of a Suladi from a manuscript- TMSSML Ms No. B11575, pages 169, 170 
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The notation of a Suladi from a manuscript- TMSSML Ms No. B11575, page 171 
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The notation of a Suladi from a manuscript- TMSSML Ms No. B11575, pages 172, 173 
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4.1.5.9.1 Structural Evolution of the Suladi 

The structural Evolution of the Suladi is examined under the following heads 

• The Pre-Vijayanagara structure of Salaga Suda-s 

• Changes in the structure of the Salaga Suda-s in the 14 th Century A.D. 

• The coalescing of Salaga Suda-s into the Suladi by the Haridasa-s 

4.1.5.9.1.1 Pre-Vijayanagara Structure of the Salaga Suda-s 

In DesT music, all compositions were known by the generic name of ‘Prabandha’. A brief 
description of the standard features of Prabandha as seen in Sarrigadeva’s 
SangTtaratnakara (SR) is as follows 204 : 

A Prabandha had the following mandatory sections known as ‘Dhatu-s’: 

Udgraha - the section with which the Prabandha commences 

Melapaka - the section which links the Udgraha with the next section called Dhruva 

Dhruva - this is the section which is mandatory in a Prabandha and is rendered several 
times. The Prabandha terminates on it even though this is not the last section. 

Abhoga - this is the last section of the Prabandha which contains the name of the 
composer/deity/patron. 

The following six were Anga-s or parts of a Prabandha: 

Svara - the musical notes expressed as solfa syllables in a Prabandha. 

Biruda - the eulogistic descriptions in a Prabandha. 

Pada - the meaningful text (apart from Biruda) of the Prabandha 

Tena - the musical phrases in a Prabandha which are expressed with the syllables ‘Tena’ or 
‘Tenna’ 


204 vide Musical Forms in Sarigitaratnakara by Dr. N. Ramanathan, page 515-526 
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Pata - the syllables used to depict the sounds produced on percussion instruments 
(Avanddha Vadya-s) 

Tala - the rhythmic component of a Prabandha. 

In a Prabandha, it was possible that a minimum of two and a maximum of six Ariga-s were 
present. According to the number of Ariga-s, the ‘Jati’ of a Prabandha was determined - 
Taravali, BhavanT, DTpanT, Anandinl and MedinT have two, three, four, five and six Ariga-s 
respectively. 

Prabandha-s are of two varieties - Niryukta and Aniryukta. The former is one where there is 
prescription of Chanda, Tala etc. and the latter is one where there is no such prescription. 

In the classification of Prabandha-s, the SR describes Suda-s, Ali-s, ViprakTrna-s and then 
the Salaga Suda-s. The Suddha Suda-s conformed to strict theoretical prescriptions. The 
Salaga Suda-s belonged to a distinct group of special compositions that were confined to 
local usage 205 . Salaga is the Apabhramsa (colloquial) version of Chayalaga, meaning 
similar. 

Another Dhatu which was seen only in Salaga Suda Prabandha-s was the Antara. It served 
as a bridge between the Dhruva and the Abhoga. 

The Salaga Suda Prabandha-s were prevalent for many centuries in DesT music prior to the 
advent of the Vijayanagara period. These were a set of seven prabandha-s which were sung 
in a particular order 206 called Suda-krama 207 . These were Niryukta Prabandha-s of TaravaT 
Jati since they had two Ariga-s - Pada and Tala. It is thus opined that Salaga Suda-s which 
have evolved into the Suladi-s. 

A point to be mentioned here is that Venkatamakhi, the author of the CaturdandTprakasika 
(CDP) written in 1650 A.D. calls the Salaga Suda-s GTta-s and makes the distinction 
between them and Prabandha-s. His ‘CaturdandT - the four pillars of music constitute Gita, 

205 As per the introduction, Suladis and Ugabhogas by Dr. R Sathyanarayana, Page 1 

206 ibid, Etymology, Page 5 

207 Both Someswara III and Jagadekamalla in their respective works Manasollasa and Sariglta 
Cudamani mention Sudakrama but do not describe the songs Dhruva, Mantha etc. - vide page 399 of 
CaturdandTprakasika, Volume II, Makhihrdaya: A critical study by Dr. R. Sathyanarayana 
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Prabandha, Alapa and Thaya and he attributes this concept to one Gopala Nayaka who 
probably lived in the 14 th century A.D 208 . 

The following description for the seven Salaga Suda-s can be seen in the SangTtaratnakara 
(SR) of Sarngadeva 209 : 

1) Dhruva or Dhruvaka 

This Prabandha had only the Dhatu-s Udgraha and Abhoga. The Udgraha is divided into 2 
sections. The first of them is further sub-divided into two sub-sections, each of which has the 
same Dhatu 210 but different lyrics. The second section is in higher notes than the first. The 
entire Udgraha is sung twice. Abhoga has a structure similar to Udgraha i.e. two sections, 
the first divided into two sub-sections with the same Dhatu (melody) but different lyrics and 
the second section in higher notes. The Abhoga contains the name of the deity or person 
being eulogized. The Prabandha ends on the first section of the Udgraha. The first section of 
the Udgraha functions as the Dhruva. According to Simhabhupala, the commentator of SR, 
the third section of the Udgraha is the Antara 211 . 

The Dhruvaka Prabandha is of 16 types. These types are based on the number of Aksara-s 
or syllables in each section. The types are - Jayanta, Sekhara, Utsaha, Madhura, Nirmala, 
Kuntala, Kamala, Cara, Nandana, Candrasekhara, Kamoda, Vijaya, Kandarpa, 

Jayamarigala, Tilaka and Lalita which have respectively 11, 12, 13, 14, 15, 16, 17, 18, 19, 

20, 21,22, 23, 24, 25 and 26 Aksara-s. 

Each of the above types of the Dhruvaka Prabandha uses different Tala-s. The attribution of 
Tala-s to each of the types of Dhruvaka Prabandha is as follows: 

Jayanta - Adi 

Sekhara - Nihsaru 


208 vide (CDP, 9, 5). This could probably refer to the Gopala Nayaka referred in Kallinatha’s 
commentary on (SR, 4, 253-256, 305) or to another Gopala Nayaka 

209 vide Dr. Subhadra Chaudhary’s commentary and translation of (SR, 4, 314-359) 

210 here, Dhatu refers to melody and not section 

211 vide Simhabhupala’s commentary on (SR, 4, 317) 
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Utsaha - Pratimantha 
Madhura - HayalTIa 
Nirmala - Krlda 
Kuntala - Laghusekhara 
Kamala - Jhampa 
Cara - Nihsaru 

Nandana - Eka 

Candrasekhara - Pratimantha 

Kamoda - Pratimantha 
Vijaya - DvitTya 
Kandarpa - Adi 
Jayamarigala - Krlda 
Tilaka - Eka 

Lalita - Pratimantha 

Removing repetitions, we have the following Tala-s used in the Dhruvaka Prabandha - Adi, 
Nihsaru, Pratimantha, HayalTIa, Krlda, Laghusekhara, Jhampa, Eka, DvitTya which have the 
following structures 

(here Trepresents Laghu, ‘o’represents Druta, ‘s'represents Guru and represents 
Virama) 

Adi-I 
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Nihsaru - Vaikunda ooll, Ananda - o’o’ 212 , Kantara-ls, Samara - II’, Vancita - llloo, 

Visala - lool 

Pratimantha - s, oo’, III’, ll’l I 
HayalTIa - o’o’oo 
Krlda - o’o’ 213 
Laghusekhara -1’ 

Jhampa - o’o’l 
Eka - o 
DvitTya - ool 

For the other Prabandha-s, we have the following descriptions as per the SR: 

+ 

hv 

2) Mantha 

In Mantha Prabandha, the Udgraha can have one or two ceasuras (pauses). After this, the 
Dhruva is sung twice. If the optional Antara 214 is present, after singing it, the Dhruva is sung. 
Then the Abhoga is sung and again the Dhruva is sung, on which the Prabandha ends. 

It is to be noted here that in the case of the Mantha Prabandha, the Dhruva comes after the 
Udgraha. This is different from the Dhruvaka Prabandha where the first section of the 
Udgraha also functions as the Dhruva. The character of the Dhatu-s in all other subsequent 


212 The colloquial name for Ananda is Rupaka and Samara is Jambunala according to SimhabhGpala’s 
commentary on (SR, 5, 280) 

213 Krlda is the same as Canda Nihsaruka according to (SR, 5, 283) 

214 Kallinatha has said that this Antara is colloquially known as ‘Upantara’ and is the same as the 
Dhruva Dhatu and not the Antara between Dhruva and Abhoga as per commentary on (SR, 4, 333) 
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Salaga Suda Prabandha-s Pratimantha, Nihsaruka, Addatala, Rasaka and Ekatali is similar 
to those of the Mantha Prabandha 215 . 

There are six types of Mantha. The structures of these in terms of Guru, Laghu and Druta 
are as follows - Jagana Isl, Bhagana sll, Sagana Ms, Ragana sis, Viramanta Nagana III’, 
Viramanta Drutadvandva and laghu oo’l. The Mantha Prabandha has six varieties Jayapriya, 
Mangala, Sundara, Vallabha, Kalapa and Kamala are based on the six types of Mantha 
Tala-s respectively. 

3) Pratimantha 

There are four types of the Pratimantha Prabandha - Amara, Tara, Vicara and Kunda based 
on the four varieties of Pratimantha Tala-s. In terms of Laghu, Guru, Druta etc. these have 
the structures s, oo’ll, III’ and ll’l. 

4) Nihsaruka 

This Prabandha has six varieties based on the six varieties of Nihsaruka 216 - Mangala, 
Ananda, Kantara, Samara, Vanchita and Visala. In terms of Laghu, Guru, Druta etc. these 
have the structures ooll, oo’, Is, II’, llloo and lool respectively. 

5) Addatala 

This Prabandha has six varieties based on the six Addatala-s - Nihsanka, Sarika, STIa, Cara, 
Makaranda and Vijaya. The structures of these in terms of Laghu, Guru, Druta are Isoo, loo, 
oo’l, ools, oos, ool respectively. It has also been mentioned that Addatala is called ‘Triputa’ 
by some 217 218 . 

6) Rasaka 

This Prabandha is different from the others in the sense that its different varieties are 
characterized by the occurrence of Alapa in its sections. This Prabandha is based on 


215 vide (SR, 4, 338 cd) 

216 See 10 for colloquial names of Ananda and Samara 

217 vide (SR, 5, 307) 

218 ibid, Simhabhupala, as per the original Sloka of SR gives the structure oil but Kallinatha says that it 
is ooll 
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Rasaka or Rasa Tala, which is the colloquial name of Adi Tala which has a single Laghu. In 
all varieties of this Prabandha, the Udgraha consists of two sections. The different varieties 
are 

Vinoda - here, the Dhruva section ends with an Alapa 

Varada - here, the Alapa is in the middle of Dhruva section 

Nanda - In the Udgraha, there are two sections of which the first is made of Alapa 

Kambuja - The Dhruvapada starts with an Alapa in the beginning 

7) E kata IT 

This Prabandha is set to Ekatali Tala which has just one Druta. It is of 3 varieties 

Rama - It has an Udgraha of 2 sections which are sung once, Antara is made of Aksara-s 219 . 

Candrika - It has an Udgraha of 2 sections, Antara is made of Alapa, and is in extremely fast 
speed (Druta Laya), and has several Yati-s (caesuras or pause). 

Vipula - It has an Udgraha which has Alapa in the beginning. 

Thus, it is clear that as per the SR, there were seven Salagasuda-s called Dhruvaka, 

Maritha, Pratimantha, Nihsaruka, Addatala, Rasaka and Ekatali which were prescribed to be 
sung in this precise order. 

However, looking at Kannada literary sources, and also the authority of Haripaladeva, the 
author of the SangTtasudhakara, it appears that there was a tradition of calling the seven 
Salagasuda-s by the names Dhruva, Mathya, Rupaka, Jhampa, Triputa, Atha and Eka and 
there were seven namesake ‘Suda/Sutra/Suddha’ Tala-s associated with them right from the 
12 th Century A.D. The following Kannada literary sources can be considered: 

• Aggala - 1189 A.D. in his Candraprabhapuranam Eka, Dhruva, Trivude, Mattheya, 
Jhampe, Ata, Rupaka have been called ‘Sutra Tala-s’. 


219 Kallinatha’s commentary on (SR, 4, 357) equates Antara to Dhruva. 
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• Janna - 1209 A.D. in his Anantanathapuranam there is mention of ‘Dhruvadi Gita’ 
and ‘Sulakrama’ 


Haripaladeva gives a description of the Salaga Suda Prabandha-s 220 and also uses the 
synonyms ‘DesT Prabandha-s and Sudadi Prabandha-s for them. He describes Dhruva, 
Mantha, Pratimantha, Rupaka, Tivila, Sampa and Addatala. Their features are briefly given 
as follows: 

1) Dhruva: is of three kinds - Uttama (having five Pada-s), Madhyama (having four Pada-s) 
and Adhama - (having three Pada-s) in Udgraha and Abhoga. The Dhruva Dhatu is not 
mentioned here. This Suda maybe set to any Tala. 

2) Mantha: is of three kinds - Druta, Vilambita and Ativilambita 

3) Pratimantha: is not set to Tala 

4) Rupaka: is set to the Rupaka Tala 

5) Tivila: is set to the Tivila Tala 

6) Sampa: is set to the Sampa Tala 

7) Addatala: is set to the Addatala 

SaiigTtasamayasara of Parsvadeva (composed between 1165 and 1330 A.D.) mentions 
different types of Dhruva Prabandha-s 221 . 

Thus, we can see that there were two nomenclatures in vogue for Salaga Suda Prabandha-s 
prior to the Vijayanagara period - 

i) Dhruva, Mantha, Pratimantha, Nihsaruka, Addatala, Rasaka and Ekatali 

ii) Dhruva, Mantha, Pratimantha, Rupaka, Tivila, Sampa and Addatala 


220 vide page 400-401 of CaturdandTprakasika, Volume II, Makhihrdaya: A critical study by Dr. R. 
Sathyanarayana 

221 ibid, page 402 
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It is the view of Dr. R. Sathyanarayana that the former seems to have a textual recognition 
while the latter seems purely provincial 222 . 

There are some interesting points regarding the second nomenclature of the Salaga Suda-s 
mentioned above in the pre-Vijayanagara texts: 

• In the SR, Triputa is said to be equivalent to Addatala (SR, 5, 307). In later texts 
during and after the Vijayanagara period (as shall be seen subsequently), Triputa is 
equated to the Trivida Tala which in Haripaladeva’s time is referred to as ‘Tivila’. 

• In SangTtasiromani (SS), we find a mention of the Rupaka Prabandha 223 which is set 
to Krlda Tala (SS, 12, 797-799). This Tala has the structure oo’ and is thereby 
identical to the Ananda Tala, which is one of the Tala-s used typically in one of the 
six varieties of Nihsaru (SS, 12, 777-780). 

• Jhampa (Sampa) in the SS is regarded as identical to one of the varieties of Addatala 
oo’l which is used in the STIa type of Addatala Prabandha (SS, 783-784). 


Thus, we see that there is a textual tradition for the Tala-s used in the second nomenclature. 
These Tala-s Jhampa and Triputa seem to be particular variations of the Addatala and the 
Rupaka a variation of Nihsaruka in this period. It is also possible that the namesake 
Prabandha-s were particular variations of the Addatala and Nihsaruka Prabandha-s. Hence, 
the first nomenclature perhaps bears a general to particular relationship to the second. It 
may thus be difficult to establish that the second nomenclature was ‘provincial’ and restricted 
only to Karnataka since the SS also has mention of the Tala-s used in this nomenclature and 
also the Rupaka Prabandha. 224 


222 This is the view of Dr. R. Sathyanarayana, vide page 402, of CaturdandTprakasika, Volume II, 
Makhihrdaya: A critical study by Dr. R. Sathyanarayana. This is perhaps based on references in 
Kannada literature which give the latter nomenclature. 

223 The Editor of the SS, Dr. Emmie te Nijenjuis has clarified that this is not to be confused with 
Rupaka Alapti which is in fact discussed next in the work. See also 10 for SimhabhGpala’s view on the 
tala Ananda being colloquially referred to as Rupaka. 

224 It may be mentioned that the SS was the outcome of a musical conference in 1428 organized by 
the Sultan of Kada which had a representation from the different parts of the country. 
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4.1.5.9.1.2 Changes in the Salaga Suda in the 14 th Century A.D. 

It seems that in the 14 th century A.D., changes started taking place in the Salaga Suda. This 
is evidenced from the following references in Laksana Grantha-s: 

• Sangltopanisadsaroddhara by Sudhakalasa - 

The Salaga Suda is the best (‘Uttamottama) type of Suda. (SUS, 1,49). A song 
without Dhruva is like a pond without water. (SUS, 1,51). A Dhruva with six lines is 
best (Uttama), with five lines is middle (Madhyama), and the least good is one with 
four (Kanishtha) (SUS, 1,55). 

• Kallinatha’s commentary on the SangTtaratnakara (SR, 4, 318-320) - 

In the Dhruva-s (Dhruva Prabandha-s) prevalent currently, the rule about 
Aksarasankhya (no. of syllables) is not followed. How are they then reckoned to be 
Dhruva Prabandha-s? He then answers this by saying that Aksara-s also stand for 
Pada-s or words. If the number of words is as per the rule, then it is acceptable. 

• Ragarnava - In this work, cited by Sarangadhara, the classification of the Dhruvaka 
into Uttama, Madhyama and Kanistha is similar to that of the SUS 225 . 

The above references indicate that the structure of the Dhruvaka Prabandha was changing, 
not only in terms of the number of sections but also the number of syllables per section. The 
views of SUS and Ragarnava are a departure from a similar classification of Uttama, 
Madhyama and Kanistha by Haripala, which is based on Pada-s and not lines. This state of 
fluidity was present in the Salaga Suda-s before their transformation into Suladi-s. 

4.1.5.9.1.3 The coalescing of Salaga Suda-s into the Suladi 

The first known Suladi-s are those by the Madhva saint Sri SrTpadaraja (1404-1502 A.D.), 
who was the Guru of Sri Vyasaraya. It is most likely that he was the originator of the Suladi 
form. In his Suladi compositions, we find for the first time stringing together of the individual 
Salaga Suda GTta-s into one single composition. The Suladi form further flourished under Sri 
Vyasaraya and his disciples SrTPurandara Dasa and SrTVadiraja in the 16 th century A.D. Sri 
Purandara Dasa mentions the term ‘Suladi’ for the first time in his composition ‘Vasudevana 
Namavaliya’ as follows: 

Suladi Aravattana/akku Sasira Bahu Vratavu Nama 
225 Vide Suladis and Ugabhogas by Dr. R. Sathyanarayana, Page 17 
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It is thus quite apparent that the Haridasa-s of the Vijayanagara period were responsible for 
the major transformation of the multiple Salaga Suda-s into one Suladi. The term ‘Sudadi’ is 
mentioned for the first time by Padmananka in Padmarajapurana, a Kannada literary work 
composed approximately in 1400 AD 226 . 

The important changes which characterized the Suladi were: 

i) The theme of the Suladi was now devotional, social or moral as against the earlier themes 
which ranged from erotic love to devotion. 

ii) The Tala-s used for the Suladi were modified/simplified versions of Tala-s used in the 
Salaga Suda-s. This shall be dealt with in the next section. 

iii) The form evolved from plural GTta-s to a single form. 

iv) The Suladi had the last stanza ‘Jate’ which was the smallest. 

v) The Alapa segments in the Rasaka prabandha were removed and became independent 
musical entities entitled Ugabhoga 227 . 

The Suladi form has been mentioned for the first time in Natyacudamani of Somanarya 
written in 1540 A.D. (NC, 2, 377- 378). The author says that the Suladi form is composed in 
‘Dhruvadi Sapta Tala-s’ i.e. seven Tala-s starting from Dhruva and is sung in Sarvabhasa (all 
languages). Nartananirnaya of PandarTka Vitthala written in the late 16 th century A.D. does 
not use the term Suladi. However, after describing the Salaga Suda Prabandha-s in a way 
similar to the SR, the author gives an alternate Sudakrama propounded by experts in 
musical practice which consists of Dhruva, Mantha, RGpaka, Jhampa, Trivida, Addatala and 
EkatalT. (NN, 3, 305-306ab). 

After the Natyacudamani, the next mention of the Suladi form is only in Tulaja’s 
SaiigTtasaramrta written between 1729 and 1735 A.D. 228 . Though the author describes the 
Salaga Suda as per the SR, quoting PandarTka Vitthala also a few times, he gives a 

226 vide Padmarajapurana of Padmananka, chapter V, verse 62 

227 vide page 420-421 of CaturdandTprakasika, Volume II, Makhihrdaya: A critical study by Dr. R. 
Sathyanarayana. 

228 ibid, page 407 
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practical example of a Suladi by Sri Purandara Dasa: ‘Hasugala Kareva Dhvani’ and 
reconciles theory and practice. Some important points mentioned by Tulaja about the 
structure of the Suladi-s are: 

• The sequence of the Dhruva, Mattha etc. GTta-s could be changed at will by the 
composer or performer. 

• The first of the GTta-s is always set to Dhruva Tala 229 . 

4.1.5.9.1.4 Evolution of the Suladi Sapta Tala-s 

An important part of the development of the Suladi form was the development of the Suladi 
Sapta Tala-s. It has already been seen that the Tala-s Dhruva, Matthya, Rupaka, Jhampe, 
Trivide, Addatala and Ekatali existed from the 12 th century A.D. and were used in their 
namesake Salaga Suda GTta-s. However, their structure changed in some ways over the 
next few centuries along with the evolution of the Suladi form. Below is an examination of 
each of the Suladi Tala-s: 

Dhruva Tala: 

Dhruva Tala was derived from the Pratimantha Tala, as it has been defined as a type of 
Pratimantha Tala in TaladTpika 230 . Its path of evolution can be seen as follows: 

i) In the Pre-Vijayanagara texts: 

• In the Sangitaratnakara (13 th Century A.D.), the types of Pratimantha seen in 
Prabandha-s are defined to be s, oo’, III’ and ll’ll (SR, 4, 340-342). 

• The SUS (1350 A.D.) defines the versions of the Pratimantha - s (equivalent to II), II’, 
ss while describing the Salaga Suda-s (SUS, 1,73-76). 

ii) In the texts contemporaneous with the early Vijayanagara period: 

• In the SangTtasiromani (1428 A.D.), the four types of Pratimantha mentioned are 
Amara - s, Tara - o o’ 11, Vicara - III’, Kunda -IN which are present in songs (SS, 
13, 772-774). 


229 However, we note an exception to this in the example of Acyuta Ananta Govinda given in the SSP 
which starts with Jhampe Tala. This will be taken up later in the chapter. 

230 vide Sloka ‘Dhruvassamasca Tarahga Pratimatthaya Matthake ...’in TD, Page 20 
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• The TaladTpika (1474 A.D.) mentions Dhruva as a Tala and states it to be a variety of 
Pratimantha 231 . Its structure is given as equivalent s to the Amara form of 
Pratimantha. 

Thus, we see that just before the arrival of the Haridasa-s, Dhruva is mentioned as a variety 
of Pratimantha. It is described as a Tala with just one Guru (equivalent to the Amara form of 
Pratimantha described in other texts like SR and SS). 

iii) Position in the texts pertaining to the later and post Vijayanagara period: 

• SaiigTtasuryodaya (1509-1529 A.D.) does not mention the Dhruva Tala. It gives the 
structure of the four varieties of Pratimantha (Amara, Tara etc.) as in the 
SaiigTtasiromani (SSU, 5, 560-565). 

• Natyacudamani (1540 A.D.) mentions the Sapta Tala-s starting with Dhruva, but 
does not describe it (NC, 2, 377- 378). 

• Nartananirnaya (Between 1562 and 1576 A.D.) mentions that Dhruvaka Tala is of the 
structure III’ (NN, 1,85cd). This view is supported by Rasakaumudi (1575 A.D.) (RK, 
4, 150) and Caturdandi Prakasika (1650 A.D.) (CDP, 3, 89) 232 . 

• The Ragatalacintamani (around 1630 A.D.) gives the structure of Iso (RTC, 5, 144) 


Thus, we see that the Dhruva Tala, a variety of Pratimantha evolved from a structure of S to 
a structure of III’ or Iso 

Matthya Tala: 

Matthya Tala was derived from the Mantha Tala. Its path of evolution can be seen as 
follows: 

i) In the Pre-Vijayanagara texts: 


231 ibid 

232 The CDP calls this the VTnavadya Dhruva and also mentions another type of Dhruva - NatyadandT 
which has the structure Is. The I is of 4 syllables here. 
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• In the Sarigitaratnakara (13 th Century A.D.), the types of Mantha seen in Prabandha- 
s are defined to be Isl, sll, Ms, sis, III’, oo’l (SR, 4, 336-337). 

• The SUS (1350 A.D.) defines the versions of the Mantha - Isl, III, lls, Iss, sll, while 
describing the Salaga Suda-s (SUS, 1,69-72) 233 . 

ii) In the texts contemporaneous with the early Vijayanagara period: 

• In the SarigTtasiromani (1428 A.D.), the six types of Mantha mentioned are Isl, sll, lls, 
sis, III’, oo’l which are present in songs (SS, 13, 765-767). 

• The TaladTpika (1474 A.D.) mentions Matthika as a Tala. Its structure is given as ll’oo 
or oo’ll 234 . 

iii) In the texts pertaining to the later and post Vijayanagara period: 

• SarigTtasuryodaya (1509-1529 A.D.) gives the structure of the six varieties of Mantha 
as in the SarigTtasiromani (SSU, 5, 556-559). 

• Nartananirnaya (Between 1562 and 1576 A.D.) mentions that Mantha Tala is of the 
structure Isl (NN, 1, 180a). In Rasakaumudi (1575 A.D.) (RK, 4, 149), the structures 
of this Tala are given as III, Isl or sss, Iss, sis, lls, ssl, sll. The Caturdandi Prakasika 
(1650 A.D.) gives the structure as oil (CDP, 3, 94ab) 235 . 

• The Ragatalacintamani (around 1630 A.D.) gives the structure of lol (RTC, 5, 144). 

Thus, the structure of oil or lol seems to be the final stabilized structure of the Matthya Tala. 

Rupaka Tala: 

RGpaka Tala was derived from the Nihsaru Tala. However, it was later equated to the 

Yatilagna Tala. Its path of evolution can be seen as follows: 

i) In the Pre-Vijayanagara texts: 

• In the commentary to the Sarigitaratnakara by SimhabhGpala (14 th Century A.D.), RGpaka is 
the colloquial equivalent to Ananda oo’ (commentary on SR, 5, 280) 


233 Another variation of the Mantha Tala, used in the Kamala type of Mantha Prabandha is missing in 
the description. 

234 Vide the Sloka ‘Matthikayam Laghu Dvandva.Drutadvayam’, Page 28 of TD 

235 In this structure, the I is of 4 syllables. 
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• The SUS (1350 A.D.) does not mention RGpaka Tala. However, Candanihsaruka and 
Krldatala both are mentioned to have the structure oo’. (SUS, 2, 46) 236 . 

ii) In the texts contemporaneous with the early Vijayanagara period: 

• In the SaiigTtasiromani (1428 A.D.), the Tala of the RGpaka Prabandha is Krlda or 
Ananda (SS, 13, 797-799) and has the structure oo’. 

• The TaladTpika (1474 A.D.) mentions Rupaka as equivalent to Anandabaddha, Krlda 
and Nihsaru and gives its structure as oo’ 237 . 

iii) In the texts pertaining to the later and post Vijayanagara period: 

• SangTtasuryodaya (1509-1529 A.D.) does not mention Rupaka as a Tala. It gives the 
Tala-s assigned for Nihsaru Prabandha in a way identical to the SR. In this 
description, the Tala Ananda has the structure oo’. (SSU, 5, 568). In the Tala 
chapter, Candanihsaruka is equated to Krlda and described as having the structure 
of oo’. (SSU, 1,467). 

• Nartananirnaya (Between 1562 and 1576 A.D.) does not describe the Rupaka Tala 
though it mentions the RGpaka Prabandha. It mentions that the Ananda Prabandha is 
sung in Krlda Tala (NN, 3, 289). The Krlda Tala is of the structure oo’ (NN, 1, 145a). 

• In Rasakaumudi (1575 A.D.), the RGpaka Tala is mentioned by name and its 
structure given as ol (RK, 4, 150). The Caturdandi Prakasika (1650 A.D.) also gives 
the structure as ol (CDP, 3, 95-96ab) 238 . The Ragatalacintamani (around 1630 A.D.) 
also gives the structure of ol for RGpaka Tala (RTC, 5, 144). 

It must be mentioned here that the structure of ol is given for the Yatilagna Tala in the 
SangTtaratnakara (SR, 5, 238). Thus, we see that the RGpaka Tala initially had a structure of 
oo’ and was equated to the Krlda, Ananda and Canda Nihsaru Tala-s prior to the advent of 
the Haridasa-s. It later evolved into the structure of ol which was that of Yatilagna as 
described in earlier texts. 


236 Candanihsaruka is equated to Rupaka in TD (see 34) and Krlda is said to be the tala of the 
Rupaka Prabandha in the SaiigTtasiromani (SS, 12, 797-799). This in turn is also equated to the 
Ananda Tala in SS. 

237 Vide the Sloka ‘Anandabaddha Krlda....VipancTca’, Page 25 ofTD 

238 Here, the Laghu is of 4 syllables. 
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Jhampa Tala: 

The path of evolution of this Tala can be seen as follows: 

i) In the Pre-Vijayanagara texts: 

• In the Sangitaratnakara by Kallinatha (13 th Century A.D.), Jhampa is said to have the 
structure o’o’l (SR, 5, 295). 

• The SUS (1350 A.D.) gives the structure lo’o’. (SUS, 2, 50). 

ii) In the texts contemporaneous with the early Vijayanagara period: 

• In the SaiigTtasiromani (1428 A.D.), the Jhampa Tala has the structure oo’l (SS, 12, 
95). 

• The TaladTpika (1474 A.D.) seems to give the description of Jhampa similar to SS 
equating it to the STIa variety of Addatala 239 . 

iii) In the texts pertaining to the later and post Vijayanagara period: 

• SaiigTtasuryodaya (1509-1529 A.D.) describes the structure of Jhampa Tala as 
having the structure of oo’l. (SSU, 1,484). 

• Nartananirnaya (Between 1562 and 1576 A.D.) describes the structure of Jhampa 
Tala to be oo’l (NN, 1, 155). The Rasakaumudi (1575 A.D.), too gives the same 
structure of oo’l (RK, 4, 150). The Caturdandi Prakasika (1650 A.D.) gives two 
structures as uol’ and o’l’ 240 (CDP, 3, 96-102). 

• The Ragatalacintamani (around 1630 A.D.) gives the structure of I’o for Jhampa Tala 
(RTC, 5, 144). 

We see that the Jhampa Tala initially had a structure of o’o’l or oo’l (two drutaviramas and a 

laghu or druta, drutavirama and a laghu). It eventually changed to the structure with an 

Anudruta or a virama along with a druta and a laghu or a laghusekhara. 

Triputa Tala: 

The path of evolution of this Tala can be seen as follows: 


239 The ms of TD is not very clear about the structure. See the Sloka ‘Iti va Hamsa 

dombalyou_lhampasvantaviramakah’, Page 26 of TD 

240 In both the structures, the Laghu is of 7 syllables, therefore, the Laghusekhara is of 8 syllables. 
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i) In the Pre-Vijayanagara texts: 

• In the Sangitaratnakara (13 th Century A.D.), Triputa is equated to the Addatala (SR, 

5, 307) having the structure ooll in the Tala chapter. 

• The SUS (1350 A.D.) does not mention the Triputa or Trivadi Tala. However, it gives 
the structure of TritTya as o’o’(SUS, 2, 47) 241 . 

ii) In the texts contemporaneous with the early Vijayanagara period: 

• In the SangTtasiromani (1428 A.D.), the Triputa Tala is equated with TritTya and 
AntarkrTda. The structure given for this Tala is ooo’ (SS, 12, 59-60). 

• The TaladTpika (1474 A.D.) gives the description of Trivita as ooo’ 242 . 

iii) In the texts pertaining to the later and post Vijayanagara period: 

• SangTtasuryodaya (1509-1529 A.D.) describes the structure of TritTya Tala as having 
the structure of ooo’. (SSU, 1,444). 

• Nartananirnaya (Between 1562 and 1576 A.D.) describes the structure of Triputa 
Tala to be oil (NN, 1,67). But it also describes the TritTya, a different Tala (equated to 
AntarkrTda) which has the structure ooo’ (NN, 1, 152bcd), identical to that of SSU, SS 
and TD. The Rasakaumudi (1575 A.D.), too gives the same structure of ooo’ for 
TritTya (RK, 4, 149). The Caturdandi Prakasika (1650 A.D.) gives the structure of the 
Triputa Tala as ooo (CDP, 3, 104-105ab). The Ragatalacintamani (around 1630 A.D.) 
too gives the structure of ooo’ for Triputa Tala (RTC, 5, 144). 

We see that the Triputa Tala initially had a structure of ooll and was identical to Addatala. It 
eventually came to be equated with TritTya Tala and was also called Trivadi Tala. Its 
structure finally appears to stabilize at ooo’ just after the Vijayanagara period. 

Atta Tala: 

The path of evolution of this Tala can be seen as follows: 
i) In the Pre-Vijayanagara texts: 

241 The SS equates the Triputa with TritTya (SS, 12, 59-60). Using this equation, perhaps it could be 
inferred that the SUS might be referring to the same Tala. However, the structures of the TritTya in SS 
and SUS are different. 

242 Vide the Sloka ‘Triviteca Viramantam....vyanjanatrayam’, Page 25 of TD 
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• In the Sarigitaratnakara (13 th Century A.D.), Triputa is equated to the Addatala (SR, 

5, 307) having the structure ooll. However, in the Prabandha chapter, several types 
of Addatala-s are mentioned - Isoo, loo, oo’l, ools, oos, ool. 

• The SUS (1350 A.D.) mentions Attatala. The structures of the Tala-s are - Is, ools, 
Isoo, ols, ool, ssll (SUS, 1,81-85). 

ii) In the texts contemporaneous with the early Vijayanagara period: 

• In the SaiigTtasiromani (1428 A.D.), in the Prabandha chapter, the Addatala has been 
given the following structures - Isoo, loo, oo’l, ools, oos, ool which are identical to 
those given in the SR (SS, 13, 781-786). In the Tala chapter, this Tala has been 
given the structures oil or loo (SS, 12, 117). 

• The TaladTpika (1474 A.D.) gives the description of Adda as oil’ 243 . 


iii) In the texts pertaining to the later and post Vijayanagara period: 

• SangTtasuryodaya (1509-1529 A.D.) describes the structure of Adda Tala as having 
the structure of oil. (SSU, 1,497) in the Tala Adhyaya . In the Prabandha Adhyaya, 
the structures described are identical to those in the SR and SS - Isoo, loo, oo’l, ools, 
oos, ool (SSU, 5, 571-575). 

• Nartananirnaya (Between 1562 and 1576 A.D.) describes the structure of Atta Tala to 
be ooll (NN, 1, 141d-142ab) in the Tala chapter. But it also describes the six varieties 
of Adda in the Prabandha Adhyaya (NN, 3, 292-295), identical to that of SR, SS and 
SSU. 

• The Rasakaumudi (1575 A.D.), too gives the structure of ooll for Adda (RK, 4, 151). 
The Caturdandi Prakasika (1650 A.D.) gives the structure of the Atha Tala as ooll 244 
(CDP, 3, 105cd-107). The Ragatalacintamani (around 1630 A.D.) too gives the 
structure of lool for Ata Tala (RTC, 5, 144). 


243 Vide the Sloka ‘Caturthetu ....Iti AddatalT', Page 27 of TD. The other forms of Addatala given are 
not clear in the ms. 

244 Here, laghu has five syllables 
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We see that the Ata/Atha/Atta Tala initially had several variations in structure and was 
identical to Addatala. Its structure finally appears to stabilize at ooll or lool just after the 
Vijayanagara period. 

Eka Tala and Adi Tala: 

In all the texts listed above, Eka Tala spanned a Druta and Adi Tala spanned a laghu. In 
CDP, we find the first Alankara listed to be Jhompata Alankara which uses the Jhompata 
Tala ooll. Instead of taking the Eka Tala, the namesake Alakara uses the Adi Tala spanning 
a laghu. The Jhompata eventually was renamed Adi Tala and the earlier Adi Tala became 
the new Eka Tala. 245 

We can summarize the developments of the Sapta Tala-s as follows: 

• Dhruva Tala, a variety of Pratimantha evolved from a structure of S to a structure of 
III’ or Iso 

• Matthya Tala, which had many varieties stabilized to the structure oil or lol 

• Rupaka Tala initially had a structure of oo’ and was equated to the Krlda, Ananda 
and Canda Nihsaru Tala-s. It was associated with the Rupaka Prabandha. It later 
evolved into the structure of ol which was that of Yatilagna. 

• Jhampa Tala initially had a structure of o’o’l or oo’l It eventually changed to the 
structure of uol’ or o’l . 

• Triputa Tala initially had a structure of ooll and was identical to Addatala. It eventually 
came to be equated with Tritlya/Trivadi Tala stabilized at ooo’. 

• Ata/Atha/Atta Tala initially had several variations and finally stabilized at ooll or lool. 

• Eka Tala changed from a structure of o to I and Adi from a structure of I to ool. 


In contemporary literature too, there is some evidence of the concept of Sapta Tala-s being 
in vogue. In Pampasthana Varnanam (PV) which was written in 1430 AD, we find a mention 
of the Salaga Suda Prabandha-s being associated with the Sapta Tala-s Dhruva, Matthya, 
Rupaka, Triputa, Atta, Jhampe and Eka. In contrast, Prabhuga’s Vaibhoga Rajasthana (1520 

245 vide The Evolution of the Suladi Talas, Suladis and Ugabhogas, by Dr. R. Sathyanarayana, page 
52 
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AD) talks about the Tala-s Matheya (Matthya) Padimatheya (Parimatthya), Atta, Eka etc. It 
appears that the association of the Tala-s Dhruva, Matta etc. with Salaga Suda-s was 
coming into vogue from the 15 th century AD, though some traditional authors still associated 
these prabandha-s with the older set of Tala-s Mantha, Pratimantha etc. 

4.1.5.9.2 Jati and Laya in the Suladi Sapta Tala-s 

The following developments regarding Jati and Laya in Tala can be seen: 

• In his commentary on the SR, Kallinatha also raises the question of Tala-s with 
different names such as the ‘Kalapa’ variety of Mantha and ‘Vicara’ variety of 
Pratimantha were identical in structure (SR, 4, 339). He then refers to the 
Taladhyaya where he has resolved this issue. The gist of his resolution is that the 
span of the Laghu in these Tala-s is different. This shows that the span of Laghu 
was undergoing change in the 15 th century. Simultaneously, the musicological work 
Tala DTpika defined the Ten Prana-s or vital elements of Tala. A few of them such as 
Kala, Marga and Laya were related to the speed of the Tala. 

• By the 16 th Century, in Laksana Grantha-s such as SangTta Suryodaya and Tala 
Kalabdhi, the Laghu span of 3, 4, 5, 7 and 9 Laghu Varna-s or Aksara-s had become 
standard. The Jati concept was also defined with Trasra, Caturasra, Khanda, Misra 
and SankTrna. Anudruta (defined as equivalent to a span of one Aksara) is seen in 
these Grantha-s. It evolved from the Virama, which earlier had a variable structure 
equivalent to half of the Ariga that preceded it. Tala Dasa Prana-s (including Jati) 
were refined and elaborated upon. (TK, Page 47-52, 39a-42a and SSU, 1, 149-153). 
The Druta was also fixed at 2 Aksara-s. This is reflected in the Grantha-s RTC and 
CDP. The standard Jati was defined for each of the 7 Suladi Tala-s. At the same 
time, other possible Jati-s for each of the Tala-s were also mentioned. 

• In Subbarama DTksitar’s SSP, for the Suladi ‘Tandeyagi Tayiyagi’ in the Raga 
Bhupalam, the Jati Tisra for the Ragana Matthya Tala has been mentioned. Also, 
the Kala - Vilamba, Madhya, Druta which denotes the Laya has been mentioned. 
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In contemporary literature too, there is evidence of the 5 types of Jati-s being in vogue. The 
Singiraja Purana (written in the beginning of the 16 th century) mentions the five Jati-s 
Caturasra, Tryasra, Khanda, Misra and SankTrna in DesTTala-s. 

The above points show that there was an evolution of the Jati concept during the 
Vijayanagara period. The Haridasa-s played a big role in stabilizing the Jati-s in the Suladi 
Sapta Tala-s and also in prescribing various Laya-s for it, as is reflected in the Laksana 
Grantha-s CDP, RTC and the SSP which belong to the post-Vijayanagara period. 

4.1.5.10 Rendering of Suladi 

The SangTta Sampradaya Pradarsini (SSP) of Subbarama Diksitar which was published in 
1904 A.D. gives the notation of the following Suladi-s: 

• Tandeyagi Tayiyagi in Raga Bhupalam 

• Hasugala Kareva Dhvani in Raga Devagandhari 

• Acyuta Ananta in Raga Kasiramakriya 

Of these, the example of the Suladi Acyuta Ananta Govinda was taken up as an example to 
examine the practice of rendering the Suladi. Since this is a documentation of an oral 
tradition, it is likely that the tradition has been handed down from the Vijayanagara times. 

Since it was found that the Sahitya (lyrics) had errors in the SSP, it was compared with the 
Sahitya given for the same Suladi by the Varadendra Sahitya Mandali edition (referred to 
below as VSM) 246 and the Sahitya given in the latter was mostly followed for the 
documentation given below. 

Here, for each Tala, the Udgraha, Abhoga and Dhruva are given. The former two are 
indicated by headings. Dhruva is indicated at the end of the line. 

Raga: Bhairavi in VSM, Ramakriya in SSP 

Tala: Dhruva - VSM, Jhampa - SSP: 

Udgraha: 


246 This refers to ‘Purandara Dasara Suladigalu’ Ed. Gorabal Hanumantarao, Varadendra Sahitya 
Mandali 
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Acyutananta Govinda Sri Mukunda - Dhatu 1 Dhruva 

Saccidananda Svarupa Bhaktavatsala Purusottama Parandhama - Dhatu 1 

Matsya Kurma Varaha Narasimha Vamana Bhargava Raghava Krsna Buddhavatara Kalki 
Narayana - Dhatu 2 

(Acyutananta.) 

Abhoga: 

Appara Mahima Narayana - Dhatu 3 
Sarpasayannane Narayana - Dhatu 3 

Siripurandaravitthala Vibhuve Tiruvengalappa Yennappa - Dhatu 4 
(Acyutananta ....) 

Matta Tala - VSM, Mathya Tala - SSP 
Udgraha 

Mangala Vaksadalli Sanga Sukha Ippalavve 
Angane Lakumevve Srngaravadalavve - Dhruva 
Bhangaravadalavve Lingalauvadalavve (?) 

(Angane Lakumevve....) 

Abhoga 

Rariga Purandara Vitthala Tiruvenga tappanennappane 
(Angane Lakumevve...) 

Trivadi - VSM, Dhruva - SSP 
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Udgraha 

Uttida Dattiya Kattida Kathari 
Tottambu Tolatma 

Mettida Mettu - Dhruva 

Kattalu Khalara Konduttuva Kadu Dhitta 

Abhoga 

Srstipa Purandara Vitthalareya 
Tiruverigalappane Yennapanallo 
(Mettida Mettu....) 

Atta Tala - VSM, Ata - SSP 
Udgraha 

Ide Danuja Mardana Cakrahasta 

Ide Vedamaya Sarikha Hasta 

Ide T Vaikunthavendu Toruva Hasta - Dhruva 

Ide JaganadharTpamTrida Hasta 

(Ide T Vaikuntha...) 

Abhoga 

Ide T Purandara Vithalana Iravu 
Ide T Tiruvengalappana Muruti 
(Ide T Vaikuntha...) 

Adi Tala - VSM Eka Tala - SSP 
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Udgraha 

KirTta Kundaladharana Kandenu 
Saramanigala Bhusananna Kandenu 
SirTsa Vaksasthalanna Kandenu - Dhruva 
Varapradana Kande Varadesana Kandenu 

Abhoga 

Tirumala Giriyali Purandara Vitthala Celuva Nareyaria 
Tiruverigalappana Caranava Kande 
(SirTsa Vaksasthalanna...) 


In the SSP, the Jate for this Su/ac/i is missing whereas it is there in VSM. 

The following points were noted in this study: 

• The ascription of Tala is different for the various stanzas in VSM and SSP. For 
example, the first stanza had the Tala ‘Dhruva’ in VSM and Jhampe in SSP. 

• The rule about the beginning of the Udgraha being the same as Dhruva in the first 
stanza, and the Dhruva being identical to the second segment of the Udgraha in the 
other stanzas is being followed. This rule has been stated in the SR for the 
Salagasuda Prabandha-s. 

• The ascription of Raga for the composition is also different in VSM and SSP. 
However, it must be noted that a single Raga has been prescribed for the 
composition. 

• SSP gives detailed notation for the composition. However, it is not reliable for the 
Sahitya (lyrics) as there are many errors. The Jate section is also completely missing 
in the SSP. 
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Thus, we can conclude that the Suladi-s followed the practice of rendering the Salagasuda-s 
in terms of beginning, ending, refrain and repetition of various sections. 


4.1.5.10.1 Thematic distribution of the Suladi into various stanzas 

In the Haridasa tradition, the seven stanzas typically present in a Suladi have a thematic 
significance. This has been clearly documented by Sri Gorabal Hanumantha Rao 247 as 
follows: 

• Dhruva: Statement of the main theme 

• Matthya: Description of the merits of the main theme 

• Rupaka: Description of the causative factors of the main theme 

• Jhampa: Description of the cause-effect relationship of the causative factors and 
their resultant thoughts 

• Triputa: The prayer for achievement of the goal which is caused by the causative 
factors 

• Atta : Prayer, Music and Dancing accompanied by Tala which is at the speed of the 
mind. 

• Adi: Due to the happiness caused by prayer, dancing in a slightly faster pace. 

The above shows that apart from musical considerations, the Haridasa-s had very deep 
seated and esoteric spiritual reasons to structure the Suladi-s in the way they did. 


4.1.5.10.2 Suladi Nrtta 

In the Vijayanagara period, the Laksana Grantha-s Nartananirnaya and Sangltamuktavali 
give refereces to ‘Sapta Sudadi (a Vadya Prabandha identical to Suladi) and Sudadi Nrtya 
respectively 248 . In the post-Vijayanagara period of the 17 th and 18 th centuries, the Laksana 


247 vide SrT Vijayadasaru Ed. And Published by SrT Gorabal Hanumantharao, Varadendra Sahitya 
Mandali, Lingasuguru, Page 202 

248 (NN, 1, 58-105) and the manuscript (RBfm203) of Sariglta Muktavali (Page 113-116) 
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Grantha the Sarigita Darpana by Catura Damodara speaks of a particular form of dance 
called the ‘Suladi Nrtta’ being performed for Suladi-s 249 . 


4.1.5.11 Thaya 

According to a composition by Sri Prasanna Venkatadasa who lived in the 17 th century, Sri 
Purandara Dasa composed many GTta-s, Prabandha-s and Thaya-s 250 . However, the 
Prabandha-s and Thaya-s attributed to Sri Purandara Dasa are not found. 

In the Thanjavur TMSSML manuscripts D10906 - D10910, B11575 and B11577, and The 
Mysore IKS manuscript K570, along with Haridasa Suladi notations, the notations for Thaya- 
s in those Raga-s are given. It appears that just before Suladi rendering, Thaya-s were 
rendered. It is clear from Sri Ramamatya’s Svaramelakalanidhi that Thaya-s were in 
existence in the Vijayanagara period, since it is mentioned that ‘Uttama Raga’-s are suitable 
for Gita, Prabandha, Alapa and Thaya singing (SMK, 5, 6). It is not known if the practice of 
singing Thaya before Suladi was there in the Vijayanagara period or whether it developed 
later. 

Thaya-s consist of melodic phrases pertaining to a Raga. There are two types of Thaya-s 
seen in the Thanjavur manuscripts - those with ‘nom’ ‘tom’ syllables and those with just the 
svara phrases. The former are Gatra Dandi and the latter are Jantra Dandi - those meant for 
vocal music and VTna respectively 251 . 

In the Thaya notations, the first section is Ayittam (the introductory) which is followed by 
Yedupu. Based on the Raga, the development of the Thaya is done in different stages 
wherein its prominent svara-s are taken one by one and phrases are centred around it. 

For example, in the case of Gaula Thaya, In this Thaya, the Yedupu section is followed by 
two Muktayi sections. 


249 Vide Dr. R. Sathyanarayana, Suladis and Ugabhogas in Karnataka Music, Page 62 

250 Vide Dr. R. Sathyanarayana, Haridasas and Karnataka music, Page 3 

251 Vide ‘Thaya’ by Dr. S. Seetha, NCPA Quarterly Journal, Volume IX, Number 3, September 1980, p 
27. 
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After this follow the sections Sadja sthayi, Rsabhasthaya and Pancamasthaya were found 
wherein the phrases are woven around Sadja, Rsabha and Pancama respectively. 


In Sadja Sthayi, the following phrases terminating in sa are seen: 

sa sa, sa sa, | ni. sa ri sa sa sa sa ni. pa,| rri, sa, | ri ri sa ni, ssa , ssa| sa sa ,| 

ssa , || 

pa ni. sa ri sa ni. sa ri| sa sa sa ni. pa. | ni. sa ni., ssa , ssa || 

Some phrases for Sadja Sthayi are marked ‘Avaroham’ as they start from a higher note (for 
example Tara Sthayi sa or Madhya Sthayi ni) and terminate in Sadja. 

In Pancama Sthayi, the following phrases terminating in pa are seen: 

ma. pa. sa, ni.| pa., ni. sa ri |ri, pa, ma, ri |ga ma, ri, sa| ri ri ma ri sa| ma ri sa| ri sa ni. sa ri| ri 
sa, |sa, sa, sa, |ni. pa.|| 

ma pa pa, ppa ma, ri pa ma ma pa ma ri| ga ma ri sa| ni. sa ri| s asa sa ni| pa. ri ri ri sa| ni, 
ssa, sa, sa, sa, ni pa|| 

The last section seen is Makarani on which the Thaya concludes. 


4.1.5.12 Prabandha 

The Prabandha-s composed by Haridasa-s are not well-known. However, there is evidence 
that they have composed some Prabandha-s. Prasanna Venkata Dasa who lived in the 17 th 
century states that Sri Purandara Dasa composed among other songs, Thaya and 
Prabandha. These are unfortunately not available now. Tulaja in his Laksana Grantha 
SangTta Saramrta quotes a SrTvardhana Prabandha of Sri Vyasaraya. The other known 
composition in Telugu which is attributed to Sri Vyasaraya by Tulaja in SangTta Sarmrta 252 is 
a SrTvardhana Prabandha ‘Jaya Karnata Dhara’. It is a Prabandha in the Raga Nata and set 


252 Vide Sarigita Saramrta, Prabandha Prakaranam, Page 158 
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to the Tala Rupaka. According to the SangTtaratnakara (which is also quoted by Tulaja), a 
SrTvardhana Prabandha has five elements of a Prabandha- Pada, Biruda, Pata, Svara and 
Tala i.e. lyrics, eulogistic words, syllables related to percussion, musical notes in solfa 
syllables and Tala respectively. The notation of this song is found in SangTta Sarvartha Sara 
Sarigrahamu by VTna Ramanuja 253 . However, in this notation, the Svara part is missing. 


4.1.6 Thematic Variety in Haridasa compositions of the Vijayanagara period 

The Haridasa compositions of the Vijayanagara period are mainly moralistic, devotional and 

spiritual in nature. The themes of these compositions can be studied under the following 

heads: 

• Folk forms and Ritualistic music 

• Propagation of Dvaita Philosophy 

• The different stages of Sakara Bhakti Marga: Atma Nivedane, Murti Kalpane, 
Darsana, Sandarsana, Devatasaksatkara 

• Expression of Nine types (Nava Vidha) of Bhakti: Sravana, KTrtana, Smarana, 
Padasevana, Arcana, Vandana, Dasya, Sakhya, Atma Nivedane 

• In praise of a chosen deity with different types of Bhava-s: Dasya, Sakhya, Madhura, 
Vatsalya, Santa 

• Related to Hindu Scriptures such as the Ramayana, Mahabharata , Purana-s , 
Upanisad-s and Veda-s 

• In praise of a Ksetra (place of pilgrimage) 

• Social Reform 

These categories of themes are taken up as follows. 


4.1.6.1 Folk Forms and Ritualistic music 

One of the pioneering contributions of the Haridasa-s is incorporating popular folk forms into 
devotional music. Songs such as Suvvali, PaksT Sakuna, KoravanjT Nataka, Bhramara Gita 
and Gopi Gita are of folk origin which have been composed by the Haridasa-s. Other songs 

253 SarigTta Sarvartha Sara Sarigrahamu by Vina Ramanuja, Published in 1873, Page 69 
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which are also of folk origin are associated with rituals and auspicious occasions. These are 
Sobhane, Lali, Jogula, Marigala, Urutane, Eccarike, Uppavada, Pavada, Uyyale, Arati. A 
brief description of these is as follows: 


Suvvali: This type of composition gets its name due to the words Suvvi, Suvvi-Suvvale sung 
at the end of each line or stanza of the song. It is sung solo or in duet while pounding or 
grinding corn and in chorus in auspicious occasions like marriage. It is usually a narrative or 
benediction, and is widely prevalent in Andhra Pradesh, Tamilnadu and Karnataka. 

A few examples of Suvvali-s composed by the Haridasa-s are: 

Avataratraya Suvvali, Jagabirudina Suvvali and Tattva Suvvali of SrT Vadiraja. These have 
been described earlier in this chapter. 

PaksT Sakuna : These types of songs are typically sung by mendicants who carry a bird and 
recite prophecies with its help. Purandara Dasa has composed two songs starting with the 
words ‘Jayavade Jayavade T Manetanake’ which imitate the style of the Paksi Sakuna. 

Koravanji Nataka: ‘Koravanji Nataka’ is a dance-drama depicting a Koravanji, fortune teller 
from a wandering gypsy tribe. Sri Vadiraja has composed a song called ‘Narada Koravanji’ 
which is a dance drama of this type. This song has been described in detail earlier in this 
chapter. 

Bhramara Gita : This type of song stands for ‘Bee Song’ and was composed by many a 
composer in both North and South India and was a product of the Krsna Bhakti movement. A 
typical Bhramara Gita has as its theme the pangs of separation experienced by Gopi-s in the 
absence of their beloved Sri Krsna and their venting out their feelings to a passing bee 
(Bhramara). An allegorical meaning for the Bhramara Gita is that the Gopi is representative 
of the soul who is caught in the transactional world (symbolized by Gokula) and yearns to be 
re-united with the supreme Lord (symbolized by Sri Krsna). 

Two Bhramara GTta-s are seen among Haridasa compositions: 
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• A Bhramara Gita has been composed by Sri SrTpadaraya entitled ‘Bhriiga Ninnattidane 
Srlrariga 

• Sri Vadiraja has composed the Bhramara Gita as a dance-drama which has been dealt 
with earlier in this chapter 254 . In his composition, the Gopi-s compare the bee which flits 
from flower to flower to Sri Krsna who switches loyalty from one maiden to another. 

Their complaints are heard by Krsna’s messenger Uddhava who promises to convey the 
message to Sri Krsna. This composition has expressions pertaining to all the Nine ‘Rasa¬ 
s’. 


Gopi Gita 

Songs with themes dealing with the Gopi-s yearning for Sri Krsna have been composed by 
SrT Vyasaraya and Sri Purandara Dasa. Some examples are: 

• Yake Vrndavana Yake Gokula (by Sri Vyasaraya) 

• Hariyanagali Hyagirabeka StrT Janmavu Saka (by Sri Vyasaraya) 

• Akka Yettana Billahabba Bantemage (by Sri Purandara Dasa), Raga 
Anandabhairavi, Tala: Atta 255 

• Yake Gokula Namagyake Vrndavana (by Sri Purandara Dasa) Raga: Kalyani, Tala 
Capu 256 

Apart from the above, songs which are sung on auspicious occasions like weddings are also 
sung during various rituals of worship of deities. These are given below: 


Sobhane or Sobhana : This type of song is typically recited by women as benediction to the 
newly wed bride and groom. 


254 See section 3.4.7.9.2 

255 Vide Purandara Dasara KTrtanegalu (combined volume), SrTmanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 18 

256 Vide Purandara Dasara KTrtanegalu (combined volume), SrTmanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 475 
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A few examples of Sobhane-s composed by Haridasa-s are: 

• Sobhanave Idu (by Sri Purandara Dasa) Raga: Saurastra, Tala: Adi 257 

• Sobhana Sobhanave (by Sri Purandara Dasa), Raga: Saurastra, Tala: Ata 258 

• Laksml Sobhane (by Sri Vadiraja) 

Lali : This type of song is a lullaby usually sung to a chosen deity. Some examples are as 
below: 

• Lali Govinda Lali - by Sri SrTpadaraya, Raga: Anandabhairavi, Tala: Jhampe 259 

o This song describes the ten Avatara-s of Lord Visnu 

• Aladeleya Myale Malagidandu Ninna Lali - by Sri Vyasaraya 

o The interesting feature of this song is that this is a Suladi which is also a 
lullaby 

• Lali Adida Rariga Lali - by SrTVadiraja, Raga: Anandabhairavi, Tala: Capu 260 

• Lali Lali Rangayyage - by Sri Purandara Dasa Raga: Kedaragaula, Tala: Atta 261 

• Lalisidalu Magana Yasode - by Sri Purandara Dasa, Raga: Arabhi, Tala: Adi 262 


Jogula: This type of song is a lullaby which is sung while rocking a baby (the chosen deity) to 
sleep. Some examples are : 

Jo Jo Jo Jo Jo Sadhuvanta - by Sri Purandara Dasa Raga: Sankarabharana, Tala: Ata 263 


257 Vide Purandara Dasara KTrtanegalu (combined volume), Srimanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 531 

258 Vide Purandara Dasara KTrtanegalu (combined volume), Srimanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 533 

259 Vide SrTpadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 142 

260 Vide SrT Vadirajara Krtigalu (Pa n dita Av rtii), Kuvempu Kannada Adhyayana Samsthe, 1980, p 
142 

261 Vide Purandara Dasara KTrtanegalu (combined volume), Srimanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 507 

262 ibid, p 507 

263 Vide Purandara Dasara KTrtanegalu (combined volume), Srimanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 251 
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Jo Jo Yasodeya- by Sri Purandara Dasa, Raga: Anandabhairavi, Tala: Triputa 264 

Jo Jo Sri Krsna Paramananda - by Sri Purandara Dasa Raga: Sarikarabharana, Tala: 
Triputa 265 

Marigala : This is a benediction song sung during auspicious occasions. 

Some examples are: 

• Marigalam Jaya Marigalam Marigalam Subha Marigalam - by Sri Purandara Dasa, 
Raga: Saurastra, Tala: Adi 266 

• Jaya Marigalam Nitya Subha Marigalam - by Sri Purandara Dasa, Raga: Mukhari, 
Tala: Ata 267 

• Jayamarigalavenni Sri Madhavage - by Sri Vyasaraya 

• Marigala Mukhya Pranesage - by Sri Vyasaraya 

• Ambujadalaksage Marigala - by Sri Kanakadasa 


Urutane : This song is sung during the ceremony of rolling a coconut or a ball made of 
flowers by the bride and groom during a wedding. An example of this is the song LaksmT 
Ramanage Madidalu Urutani by Sri Vadiraja 

Eccarike : This song is typically sung in wedding ceremonies just before the arrival of the 
bride and groom at the venue. ‘Eccarike’ means being careful - the bride and groom are 
asked to step carefully and come to the venue. Examples of this are: 

• Eccarike Bhuvana Pavana KTruti Pada - by Sri Beluru Vaikuntha Dasa 

• Eccarikeccarike - by Sri Vadiraja 


Uppavada: This song is sung to wake up the chosen deity. Some examples of this are: 


264 ibid, p 251 

265 ibid, p 252 

266 ibid, p 636 

267 ibid, p 634 
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• Elayya Belagayitu Ajasuranayakaru - by Sri Vyasaraya 

• Sirigarada Siridharane Sitikanthasannutane - by Sri Kanaka Dasa 

• Jayatu JagadTsa Indiresa - by Sri Beluru Vaikuntha Dasa 


Pavada: This song is sung to put the chosen deity to sleep. An example of this is the song 
Pavadisu Paramatmane by Sri Purandara Dasa (Raga: Sarikarabharana, Tala: Ata) 268 . 

Uyyale: This song is sung when the chosen deity is on a swing and being gently pushed by 
the devotee. An example for this is the song Ramana didanuyyale Rajlvanetrana 
didanuyyale by Sri Vyasaraya. 

Arati: This song is sung when a light is waved before the chosen deity to ward off evil 
omens. 

Some examples of this are: 

• Karpuradaratiya Tandettire Celva by Sri Vyasaraya 

• Ekaratiya No duva Banni by Sri Vyasaraya 

Naivedya : This song is sung when food is offered to the Lord. An example of this is Sri 
Purandara Dasa’s song ‘Naivedyava Kollo Narayanaswamy’ in Raga Anandabhairavi, Tala: 
Adi 269 . 

Tambula : This song is sung when betel leaves with betel nuts are offered to the chosen 
deity. An example of this is ‘Tambulava Kollo Tamana Mardanane’ by Sri Purandara Dasa. 

4.1.6.2 Propagation of Dvaita Philosophy 

The Haridasa-s of the Vijayanagara period who belonged to the Madhwa sect - Sri 
SrTpadaraya, Sri Vyasaraya, Sri Purandara Dasa, Sri Kanaka Dasa and Sri Vadiraja were 
staunch believers in Madhva (Dvaita) philosophy and propogated it through their 
compositions. Many of these songs explain key Madhva (Dvaita) tenets such as Hari 

268 Vide Purandara Dasara KTrtanegalu (combined volume), SrTmanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 372 

269 Vide Purandara Dasara KTrtanegalu (combined volume), SrTmanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 355 
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Sarvottamatva (Hari being the Supreme Lord), Mukhya Prana JTvottamatva (Mukhya Prana 
being the Supreme JTva or soul), Hari being ‘Saguna’ or replete with good qualities, JTva and 
Brahma (the Supreme Lord) being different, observance of Ekadasi etc. in a clear and 
simple manner. 

Some examples of these can be seen below: 

• Marudahsara Mata Pidiyade lha - by Sri SrTpadaraya, Raga: Nadanamakriya, Tala: 
Atta 270 

• Torirai NTvellaru Torirai - by Sri Vyasaraya 

• Haridina Pataka Parihara - by Sri Vyasaraya 

• Ukkuva Tuppakke Kaiyikkuve Nanu - by Sri Vyasaraya 

• Kalu Toledavanobba Tolesikondavanobba - by Sri Vadiraja 

• Andhantamasu Innarige - Govindana Nindisuvarige - by Sri Kanaka Dasa 


4.1.6.3 The different stages of Sakara Bhakti Marga 

The Sakara Bhakti Marga in Hinduism stands for the path of devotion which visualizes a 
deity as having a tangible form. There are different stages in this path which are Atma 
Nivedane, Murti Kalpane, Darsana, Sandarsana, Devatasaksatkara. 

The Haridasa-s who were at the forefront of the Bhakti movement in South India composed 
many songs in which the different stages of the Sakara Bhakti Marga are evident. A brief 
description of these is dealt with in this section. 


Atma Nivedane: this involves self-criticism, correction and a strong desire to seek refuge in 
the Lord. This can be seen in the following songs: 

• Cittajanayyana Cintisu Manave - Sri SrTpadaraya, Raga: Kambodhi, Tala: Adi 271 

• Tondanu Kanduda Binnaisuvenu - Sri Vyasaraya 


270 Vide Sripadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, pill 

271 Vide Sripadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 47 
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• Saku Sakinnu Samsara Sukhavu - Sri Purandara Dasa, Raga: Mukhari, Tala: 
Jhampe 272 

• Ninnane Nambide NTraja Nayana - Sri Purandara Dasa, Raga: Anandabhairavi, 
Ekatala 273 


Murti Kalpane : this stage is when the devotee visualizes the form of the Lord in his mind and 
pleads with the Lord to bless him. 

Examples of this are 

• Odi Baraiyya Vaikuntha Pati - Sri Purandara Dasa, Raga: Bhairavi, Tala: Adi 274 

• Barayya Enna Manamandirake - Sri Vyasaraya 

Darsana: In this stage, the devotee sees the form that he visualized in his dream. An 
example of this is Kande Na Kanasinali Govindana - by Sri Purandara Dasa (Raga: 
Sarikarabharana, Tala: Ata) 275 

Sandarsana : This involves experiencing one’s chosen deity’s actual presence. 

Some examples of this are: 

• Kannige Kattidantide - by Sri Vyasaraya 

• Kande Kandenu Krsna Ninnaya Divya Marigala - by Sri Vadiraja 


Devatasaksatkara: This stage is the attainment of happiness on interacting with one’s 
chosen deity. 

Some examples of this are: 

• Ninna Nodi Dhanyanadeno He Srinivasa - by SrT Purandara Dasa, Raga: Todi, Tala: 
Rupaka 276 


272 Vide Purandara Dasara KTrtanegalu (combined volume), Srimanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 554 

273 ibid, p 338 

274 ibid, p 156 

275 ibid, p 162 
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• Badukidenu Badukidenu Bhavavenage Hihgitu - by Sri Purandara Dasa, Raga: 
Kambhoji, Tala: Jhampe 277 

• Janma Saphalavayitu - by Sri Vadiraja 


4.1.6.4 Expression of Nine types (Nava Vidha) ofBhakti 
Traditionally, there are nine types of Bhakti (devotion) to the chosen Lord which are 
practiced in the Sakara Bhakti Marga. These are: Sravana, KTrtana, Smarana, Padasevana, 
Arcana, Vandana, Dasya, Sakhya, Atmanivedana. These types of Bhakti can be seen in the 
compostions of the Haridasa-s of the Vijayanagara period. 

Sravana : In this type of Bhakti, the devotee listens to the glories of the Lord - descriptions of 
his good qualities, his form etc. An examples of a song depicting this is: Harikathe Keluva 
Parijanaru - by Sri Purandara Dasa (Raga: PahadT), Tala: Ata 

KTrtana : In this type of Bhakti, the devotee sings the glories of his chosen Lord. 

An example of a song depicting this is Dhyanavu Krtayugadalli - by Sri Purandara Dasa 

Smarana : This involves constantly remembering and reciting the name of one’s chosen 
deity. 

This can be seen in the following songs: 

• Smarisidavaranu Kayva Namma Suryaneka Prabhava - Sri SrTpadaraya, Raga: 
Bhairavi, Tala: Adi 278 

• Smarane Onde Salade Govindana Nama - by Sri Purandara Dasa 

Padasevana : In this type of Bhakti, the devotee worships the feet of his chosen deity in an 
expression of complete surrender 


276 Vide Purandara Dasara KTrtanegalu (combined volume), Srimanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 338 

277 Vide Purandara Dasara KTrtanegalu (combined volume), Srimanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 394 

278 Vide SrTpadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 168 
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Some examples for this type of Bhakti are seen in the following songs: 

• Ikko Node Ranganathana Cikka Padava - Sri SrTpadaraya, Raga: Madhyamavati, 
Tala: Eka 279 

• Bide Ninna Padava Binkavinneko - Sri Purandara Dasa 


Arcana: This involves ritual worshipping the chosen deity in various ways. Several Seva-s 
are offered to the Lord such as Arghya, Padya, Abhiseka, Vastra Samarpane, Puspa Puje, 
Nama Puje, Dhupa, DTpa, Naivedya etc. Examples pertaining to some of the rituals such as 
Uyyale Seve, Arati etc. have been mentioned earlier 280 . An example of a song depicting 
various forms of worship is ‘Tappugalella NTnoppikollo Nammappa Kaybeku Timmappa Nine’ 
by Sri Purandara Dasa in the Raga Nadanamakriya, Tala: Ata 281 . 

Vandane: This type of Bhakti involves bowing before the Lord in reverence. There are 
several songs by the Haridasa-s which depict this, some examples being: 

Narayana Te Namo Namo by Sri Purandara Dasa, Raga: Madhyamavati, Tala: Adi 282 

Narayana Namo Narayana by Sri Kanaka Dasa 


Dasya: This type of Bhakti entails surrendering completely to one’s chosen Lord and 
becoming his servant. This is depicted in the following compositions: 

• Dasana Madiko Enna Swami - by Sri Purandara Dasa, Raga: Nadanamakriya, Tala: 
Ata 283 

• Daya Mado Daya Mado Rariga - by Sri Purandara Dasa, Raga: Kalyani, Tala: Adi 284 


279 Vide Sripadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 7 

280 See Section 3.5.1 

281 Vide Sripadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 258 

282 Vide Purandara Dasara KTrtanegalu (combined volume), SrTmanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 323 

283 Vide Purandara Dasara KTrtanegalu (combined volume), SrTmanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 283 
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• Ksamisuvudenna Tappugala Swami - by Sri Kanaka Dasa 

• Mannisenna Manmathajanaka - by Sri Vyasaraya 

The Haridasa-s have also sung the glories of being a ‘Hari Dasa’ - the servant of Hari or 
Visnu in several of their compositions. Some examples are: 

• Haridasara Sangakke Sariyunte - by Sri Vyasaraya 

• Hariya Dasariginnu Sariyunte - by Sri Purandara Dasa 


Sakhya: In this type of Bhakti, the devotee considers his favourite deity as a friend. Just as a 
friend is made fun of and criticized in a light-hearted manner without any malice, the 
Haridasa-s have composed many ‘Ninda Stuti’-s or songs which apparently criticize or make 
fun of their chosen deity. Though the superficial intent of the song is of criticism, the real 
intent is of praise. Some examples are giving below: 

• Olide Yatakamma LaksumT - by Sri SrTpadaraya, Raga: Sankarabharana, Tala: Adi 285 

• Ivana Hidikondu Hogelo Jogi - by Sri Purandara Dasa, Raga: Nadanamakriya, Tala: 
Adi 286 

• Entha Celuvage Magalanu Kottanu - by Sri Purandara Dasa 

• Eke NTnilli Pavadiside - by Sri Kanaka Dasa 


Atma Nivedane: This has been described earlier in this chapter 287 . 

4.1.6.5 In Praise of a chosen deity 

Many of the Haridasa compositions of the Vijayanagara period focus on a chosen deity. 
Apart from Visnu who is hailed as the Supreme Lord, many other deities such as LaksmT, 


284 Vide Purandara Dasara KTrtanegalu (combined volume), Srimanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 280 

285 Vide SrTpadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 202 

286 Vide Purandara Dasara KTrtanegalu (combined volume), Srimanmadhvasiddhantha Granthalaya, 
Udupi, 2001, p 77 

287 See Section 3.5.3 
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Mukhya Prana, Saraswathi, Bharati, Rudra and Ganesa have been worshipped by the 
Haridasa-s. Some examples of compositions in praise of deities other than Visnu are: 

• Bhagyada LaksmT Baramma - Sri Purandara Dasa 

• Entha Balavantano Kuntiya Sanjatano - Sri Purandara Dasa 

• Ttane Lokaguru Vedavikhyata - Sri Vadiraja 

• Saranembe Vani- Sri Purandara Dasa 

• Sevisuvenu Sarasvati Taye - Sri Purandara Dasa 

• Sakala Sadhanakella Siddhigolisuvudu - Sri Purandara Dasa 

• Bharati Majjanani Bharati - Sri Vyasaraya 

• Gajamukhane Siddhidayakane Saranu - Sri Vyasaraya 


There are different ‘Bhava-s’ or emotions that are evoked in the mind of the devotee with 
respect to his deity, which are: 

Dasya: This has been described earlier in this chapter 288 . 

Sakhya: This has been described earlier in this chapter 289 . 

Madhura: This is the feeling of considering one’s chosen Lord as one’s beloved. This is 
depicted in the songs of the Haridasa-s which speak of Gopis’ love for Sri Krsna. Bhramara 
Gita and Gopi Gita which have already been discussed earlier 290 are typical examples of this 
type of devotion. Some other examples of Gopi Gita are as below: 

• Hingiralarene Hariya Sariga Bittamyale - by Sri Vyasaraya 

• Pogabeda Nigamanuta Madhurege Pogabeda Hariye 

• Poguvuducitave Madhava Madhurege - by Sri Purandara Dasa 


288 See Section 3.5.4 

289 ibid 

290 See Section 3.5.1 
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Vatsalya: This is the feeling of considering one’s chosen deity as a child and the devotee 
showing motherly love towards him. Haridasa-s have composed many songs where they 
demonstrate this beautifully. Some examples of this are as below: 

• Eke Duruvire Rangayyana - by Sri SrTpadaraya 

• Kanda Bedavo Mannu Tinnabedavo - by Sri Purandara Dasa 

• Kadagola Tarenna Cinnave - Sri Purandara Dasa 

• Kandanige Kalillavamma - by SrT Vyasaraya 

Santa: This is the feeling of complete peace and happiness with which a devotee worships 
his chosen Lord. Examples of this are seen in the following songs: 

• Antarangadi Brahmanandanagi NTniralu - by Sri Vyasaraya 

• T Pariya Sobagavadevarali Kane - by Sri Purandara Dasa 

4.1.6.6 Related to Hindu Scriptures 

The Haridasa-s compositions are replete with references to the holy scriptures of the Hindu- 
s such as the Upanisad-s, Purana-s, Ramayana and the Mahabharata. The incarnations of 
Lord Visnu as described in Hindu Mythology are described beautifully in their songs. The 
stories of Hari’s kindness and love for his devotees as described in the scriptures are 
captured in these songs and the message of complete surrender to Hari as the only refuge is 
reiterated. Following are some examples of such songs. 

Dasavatara references: 

• Lali Govinda Lali - by Sri SrTpadaraya, Raga: Anandabhairavi, Tala: Jhampe 291 

• Enanna Ninagenanna - by Sri Purandara Dasa 

• Ramanama Ratnahara Dorakitu Enage - by Sri Purandara Dasa 

• Rama Govinda STta - by Sri Kanaka Dasa 

• Laksmi Ramanage Madidalu Urutani - by Sri Vadiraja 

• Jaya Matsya Kurma Varaha Narasimha Jaya - by Sri Vadiraja 


291 Vide Sripadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 142 
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References to Ramayana: 

• Ikko Node Rariganathana Cikkapadava - by Sri SrTpadaraya, Raga: Madhyamavati, 
Tala: Eka 292 

• Ramavarante Raksiso Endare - by Sri SrTpadaraya, Raga: Todi, Tala: Adi 

• Hanumantadeva Namo - by Sri Purandara Dasa 

• Jaya Jaya Jaya JanakTkanta - by Sri Purandara Dasa 

• Nodirayya Hanumantana Mahimeya - by Sri Purandara Dasa 

• Jayavayu Hanumanta - by Sri Vyasaraya 

• Bhajisi Badukelo Manuja - by Sri Kanaka Dasa 


References to Mahabharata: 

• Jaya Jaya Jagatrana - Sri SrTpadaraya, Raga: Anandabhairavi, Tala: Adi 293 

• NTne Varaguru Mukhyaprana Nirantara - SrT Vyasaraya 

• Paraku BhTmanendu Stutiside Palisabekenna - SrT Purandara Dasa 

• Bandaddella Barali Govindana Daya Namagirali - SrT Purandara Dasa 

References to Purana-s : 

• SrTpati Salahendu Nenevantha Manujara - by SrT Vyasaraya (References to stories 
of AmbarTsa, Kamsa, Ajamila, Dhruva, Prahlada etc.) 

• Bagebage Atagalelli Kalitayya - by SrT Purandara Dasa (References to stories of 
Ahalya, Bhasmasura, Prahlada, AmbarTsa etc.) 

• Ballavareniparu Balladavariyaru - by SrT Kanakadasa (References to stories of Siva, 
Suka, Garuda, Prahlada, Vasistha etc.) 

References to Veda-s and Upanisad-s: 

• Ukkuva Tuppakke Kaiyikkuve Nanu - by SrT Vyasaraya (Reference to Sruti (Veda) 
Vakya or statement) 


292 Vide Sripadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 7 

293 Vide Sripadarajara Krtigalu (Pandita Avrtti), Kuvempu Kannada Adhyayana Samsthe, 1987, p 49 
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• Nine Mukhya Karana Akara naro Bommadigalu - by Sri Purandara Dasa (Reference 
to Purusa Sukta in Veda-s and Updanisad-s) 

• Kinnara Kimpurusaru Nabhadali - by Sri Purandara Dasa (Reference to Veda-s and 
Upanisad-s) 

• Bomma Nimma Hemmegimma Summane - by Sri Vadiraja (Reference to Sruti and 
Smrti Vakya-s or statements) 

• Ambikapati Umapatiyendu - by Sri Vadiraja (Reference to Sruti Vakya) 


4.1.6.7 In praise of a Ksetra (place of pilgrimage) 

The Haridasa-s went on pilgrimage to many holy places and composed songs in praise of 
the presiding deities there. These songs give a wealth of information about various Ksetra-s 
or places of pilgrimage and their deities. 

Some examples of such songs can be seen below: 

• Kangalidyatako Kaveri Rangana Nodada - Sri SrTpadaraya, Raga: Todi, Tala: 
Rupaka 

• Maruga Molle Mallige Jaji Sampige - Sri Vyasaraya 

• Nine Dayasampannano Kaveri Ranga - Sri Purandara Dasa 

• Nodi Daniyavu Kangalu - Sri Purandara Dasa 

• Entha Pavana Padavo Krsnayya - Sri Vadiraja 


4.1.6.8 Social Reform 

The Haridasa-s composed many songs which criticized the ills in society, gave advice on 
social behaviour and brought about social reform. Sri Purandara Dasa and Sri Kanaka Dasa 
were pioneers in these kinds of songs. Some examples of songs which deal with this theme 
are given below: 


• Abhimanavyake Striyaralli - by Sri Purandara Dasa 
This song criticizes arrogant and ill-behaved women. 
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• Enu Vratavenu Sadhanagalenu - by Sri Purandara Dasa 

This song criticizes people who only follow rituals and practices superficially, but do 
not give up their evil thoughts and desires. 

• Kula Kula Kula Vennutiharo - by Sri Kanaka Dasa 

This song criticizes people who blindly condemn others born in particular lineages. 

• Dana Dharmava Mad! Sukhiyagu Manave - by Sri Kanaka Dasa 

This song warns against meaningless rituals and praises Dana (giving gifts to 
people) and other good deeds as a means to gain happiness. 

• Rama Dhanya Carite - by Sri Kanaka Dasa 

In this long poem, Sri Kanaka Dasa describes an argument between Ragi 

(millet) and Paddy grains. They go to Sri Rama for justice. In the end, Ragi is 
the winner. Here, Ragi is the representative of the working class and Paddy of the 
so-called upper class. Through this story, it is established that the working class is in 
no way inferior to the ‘upper’ class. 

• Baduku Baduku Nanjunda - by Sri Beluru Vaikuntha Dasa 

In this song, the composer gives advice to the common man on how to live a good 
life by just doing good deeds and avoiding all evil thoughts and actions. 

4.1.7 Special Features pertaining to Language in the compositions 

Languages used 

Use of Alliteration and Onomatopoeia 

Usage of Similies 

Usage of Sarcastic language 

Riddles in compositions 

Usage of colloquial and other language words 
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4.1.7.1 Languages used 

The Haridasa-s mainly composed in Kannada. However, there are a few instances of 
compositions in other languages. These can be seen below: 


4.1.7.1.1 Compositions in Samskrta 
By Sri SrTpadaraya: 

• Nandanandana Pahi 

• Raksamam Rangesa 


The following verses from the above compositions are noteworthy: 
From Nandanandana Pahi: 

Pavanaja Pari vara Yavanavidara 
Navaratna Hara NavanTtacora 


From Raksamam Rangesa: 

Kamalaja Nutipatra Karirajayatra 
Kama/adhara Karakama/a Samapada 
Kama la Sannibhavinuta Kandhara 
Kama/a Sannibha Sugatra Kamalakalatra 
Animisa SuprJtakhila Dosa NirdhOta 
Sanakadi SrutigTta Arjunasuta 
Dinamani Ku/ajata DevakJPota 


182 






Chapter 4 


Musical Compositions of the Vijayanagara Period 


The above reminds one of the lines of the song Sita Kalyana Vaibhogame of Sri Tyagaraja 
given below: 

Pavanaja Stuti Patra Pavana CarTtra 
Ravi Soma Vara Netra RamanTya Gatra 
Para mesa Nuta GTta Bhava Ja/adhi Pota 

By Sri Purandara Dasa: 

• Jaya Jaya Jaya JanakTkanta 

• Narayana Te Namo Namo 

• Sri Gananatha Sindhuravarna (Pillari GTte) 

The following lines of the composition Jaya Jaya Jaya JanakTkanta are noteworthy: 

Jaya Jaya Jaya JanakTkanta 

Jaya Sadhu Jana Vi nuta Jayatu Mahimananda Jaya Bhagyavanta 
Dasaratha Maha VTra Dasa Kantha Samhara 
PasupatTsvara Mitra Pavana CarTtra 

These remind one of the following Pancaratna Krti by Sri Tyagaraja 
Jagadananda Karaka Jaya JanakT Prana Nayaka 
Gaganadhipa Satkuiaja Raja Rajeswara 
Sugunakara Sura Sevya Bhavya Day aka Sad a Sakaia 

It may be recalled that traditionally, the composition of Sri Purandara Dasa mentioned above 
is sung in the Raga Nata. It has Pallavi, Anupallavi and multiple Carana-s which are sung in 
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the second speed. The Krti of Sri Tyagaraja too has similar structural features and is in the 
same Raga. 

4.1.7.1.2 Compositions in BhandTra Bhasa 

Sri Purandara Dasa appears to have composed GTta-s in BhandTra Bhasa 294 . Among the 
Pillari GTta-s, the following appear to be in BhandTra Bhasa: 

Kundagoura 

Kundagoura GourTvara Mandiraya Manamakuta 
Mandara Kusumakara Makarandam Vasitu Re 

Hemakuta Simhasana Virupaksa Karunakara 
Mandara Kusumakara Makarandam Vasitu Re 

Candamama Man da kin i Mandiraya Manamakuta 
Mandara Kusumakara Makarandam Vasitu Re 

Padumanabha 

Padumanabha Paramapurusa Paranjoti SvarOpa 
Vidura Vandya Vimaia Carita Vihangavarbhana 

Udad hi Nivasa Uraga Sayan a Unnatonnata Mahima 
Yadukuiottama Yagnya Raksaka Adya Siksaka Ramanama 

294 Vide Karnataka Sangitadalli Haridasa Pantha by Dr. R. Sathyanarayana, Gana Kala Manjari, Page 
15 
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VibhTsana Palaka Namo Namo Vibhou Vara Dayaka Namo Namo 
Subhaprada Sumanoradaya Surendra Manoranjana 
Abhinava Purandara Vitthala Balia re Ramanama 

It must be mentioned that the other Pillari GTta-s starting with Kereya NTranu is in Kannada. 

Apart from these, the Gita ‘Analekara Unnibolati’ appears to be in BhandTra Bhasa. However, 
as mentioned earlier, its authorship has not been established clearly 295 . 

Apart from these, there is another Gita which bears Purandara Dasa’s signature. The lyrics 
of this Gita in the SangTta Sarvartha Sara Saiigrahamu 296 are as follows: 

Bhayasamaya Deva Unideva SrT Venkatacaladevanelare 
SrT Purandara Vitthala ray a SrT Venkatacaladevanelare 
Keralamanidanisu vare 

He has said that this Gita is in BhandTra Bhasa. However, in a manuscript in the possession 
of the Cintalapalli Trust 297 , the words are as below: 

Bhayasamayadol Yennadeva SrT Venkatacaladevanallade 

SrT Purandara Vitthala ray a SrT Venkatacaladevanallade 

Keralida Mana Tanisuvare 


295 See Section 3.4.2 

296 

297 vide Information given by Dr. S. Nagendra Sastri 
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The above words are clearly in Kannada, so it is possible that the other version has been 
created due to scribal error. 

It may be noted that this song is also present in Gayana GayanTjana Parijatamu 298 and has 
the words ‘Guru Purandara Vitthala’ indicating that the song was probably composed not by 
Sri Purandara Dasa but by one of his sons. The lyrics are also closer to the Cintalapalli 
version. 

4.1.7.1.3 Compositions in Telugu 

Sri Vadiraja has composed the ‘Narada Koravanji ‘dance-drama in both Kannada and 
Telugu. This has been mentioned earlier in this chapter 299 . 

The other known composition in Telugu which is attributed to Sri Vyasaraya by Tulaja in 
SangTta Sarmrta 300 is a SrTvardhana Prabandha ‘Jaya Karnata Dhara’. 

4.1.8 Use of Alliteration and Onomatapoeia 

The Haridasa-s compositions abound in alliteration, especially on the second syllable. 

Some samples from various Haridasa compositions are given below: 

By Sri SrTpadaraya: 

NT[a Ghana LTIa Jo Jo Kampala 
Va[a SrT Krsna Jo Jo 
LTJavatara Jo Jo Pa ram atm a 
Ba[a Gopal a Jo Jo 
By SrT Purandara Dasa 

Narara Stutisi Nalige Baridu Madi U- 
-dara Posanegagi Ivaravarennade 

298 Gayana GayanTjana Parijatamu Published between 1878-1904, authored by various scholars, page 
22 

299 See Section 3.4.7.9.1 

300 Vide SarigTta Saramrta, Prabandha Prakaranam, Page 158 
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Dhareyoiu Lajje NacikegaianJ da di 
Parara PTdisi Timba Pa pi JTvanava 

An unusual example of repetition of syllables is found in Sri Vyasaraya’s composition 
‘Helalalave Ninna Mahimeya Sri Rarigadhama’ which can be seen below: 

Visadamoieya Putaniya Asuva HTri Yasanadi 

Usiralalave Ninna Mahime Ninna 

Mma Mma Mma Mma Mma Mma 

Kesara Tinnabyadenutta TayiSisuvinvadanava Tereye Catu- 

rdasada Bhuvanavatoritti Bayoia- 

UaUaUaUaUaLia 

Alliteration on the last word or syllable of a line is not commonly seen. However, there are 
some instances of this, as demonstrated in the example of a Krti by SrTVyasaraya below: 

Kanakaiandige Oppuva Sara Kanthamaniya Vajrada K haniya 

Maniyada Bahaia Kathina Ditijaraneiia Haniyabekembo D haniya 

Pranatisi Narayanapadabhaktagraniya Cinta maniya 

Trnakrtamarapati Yasomadhava P haniya 

Kapisirb maniya 

Onomatopoeic usage of words is seen in Sri SrTpadaraya’s - LaksmT Narasimha 
Pradurbhava Dandaka as mentioned earlier 301 . This usage is also seen in many places in 
Haridasa compositions where the sound of instruments or dancing is mentioned. An 
example is seen in the lines of the Krti Kalingana Metti Natyavadida by SrTVyasaraya as 
given below: 

Kalalli Gejje Ghaiu Ghaiu Ghaiukendu 
301 See Section 3.4.5 
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Kama Kundalavu Thala Thala Thala kendu 

Phala THakavu Hole Hole Hote vuta 
Jvatita Manimaya Latita Padakahara 
Calita Kanti Belagutali Dikkugalanella 

4.1.8.1 Use of Simi/ies 

The language of the Haridasa-s is replete with similies used to describe various concepts. A 
beautiful example is seen in the following lyrics of the composition ‘Ambiga Na Ninna 
Nambide’ by Sri Purandara Dasa. 

Tumbida Harigo/u Ambiga 

Adakkombhattu Chidravu Ambiga 

Sambhramadinda Nodambiga Ada- 

-rimbu NodJ Nadesambiga 

Here, the human body has been compared to a ‘Harigolu’ (circular raft) with ‘Ombattu 
Chidra’ (nine openings). Ambiga here stands for the boatman, who symbolizes the 
Supreme Being. 

Another song by Sri Purandara Dasa has an example of a lovely comparison of ‘Kallu 
Sakkare’ (Sugar Candy) with Lord Sri Krsna-s name: 

Kallu Sakkare Koiiird NTveiiaru 

Kallu Sakkare Kollirb 

Kallu Sakkare Savi Baliavare Baliaru 

Phulla Locana SrTKrsna Namavemba 
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4.1.8.2 Usage of Sarcastic Language 

The Haridasa-s have used language very effectively to convey their message. Sometimes, 
they treat their chosen deity as a friend and use friendly sarcasm while addressing him/her. 
This usually is seen in Ninda Stuti-s which have been mentioned earlier 302 . 

An example is the following Krti by Sri Purandara Dasa 

Entha Celuvage Maga/anu Kottanu Girirajanu Nodamma 

Here, Lord Siva is being referred to sarcastically as ‘Celuva’ or handsome. Giriraja refers to 
his father-in-law, Himavan. The song describes Lord Siva’s appearance of three eyes, 
garland of skulls etc. and wonders how Himavan could give his daughter in marriage to such 
a ‘handsome’ man. In the end, the song concludes with how Lord Siva is one of the most 
ardent devotees of Sri Purandara Vitthala i.e. Hari indirectly mentioning his greatness. 

Thus, though ostensibly the song criticizes Lord Siva in a sarcastic manner, its real intent is 
to describe his form and to demonstrate his greatness. 

4.1.8.3 Riddles in Compositions 

Many of Haridasa compositions use simple and direct language. However, some have 
complex riddles which infact encase complex philosophical questions. The solution to the 
riddles has deep theological and spiritual meanings. 

Sri Kanaka Dasa was known for his ‘Mundige-s’ or songs with complex riddles which would 
give exercise to the brain! 

An example of his Mundige-s is as below: 

Haiavu JTvanava Ondeie Nuhgitu - Kagi- 

-NeieyadiKesava BaiianTBedaga 

Where he describes a leaf (Ondeie) swallowing several lives (Haiavu JTvanava) 


302 See Section 6.4 
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Another example is a Krti by Sri Purandara Dasa which has the following lyrics: 

Igramadali Vasa Iruvode Prayasa 

The description here is of a village (Grama) where it is difficult to live (Iruvode Prayasa). 

4.1.8.4 Usage of Colloquial and common words 

In some of Haridasa compositions, colloquial language and words are seen. This indicates 
their intention to convey their message to the common man. This is particularly seen in Sri 
Purandara Dasa’s compositions. 

An example of this is the PaksT Sakuna composition of his: 

Jayavade Jayavade J Manetanake Bah a la Jayavade 

Where the word ‘Jayavade i.e. Jayavu ade’ is in colloquial Kannada 303 . 

Another example is seen in the phrase ‘Wahware Menasinakayi’ where the Urdu word ‘Wah’ 
is used. Yet another instance is of the Marathi phrase ‘Ma Majha Bhapure Bhalire’ being 
used as the starting words of the Krti. 


4.2 Musical Compositions of the Tallapakam Composers 

This section examines the musical compositions of the Tallapakam saints of the 
Vijayanagara period - Sri Annamacarya, Sri Pedda Tirumalacarya, Sri Cinna Tirumalacarya 
and Sri Cinnanna from various perspectives - the Raga-s used, the Tala-s used, the forms 
used and evolved by the saints, Thematic classification of the musical compositions and the 
literary beauties in the compositions. An in-depth study of the Tallapaka compositions has 
been carried out in consultation with published works, musicological treatises and inputs 
from scholars . 

4.2.1 Raga-s used by Tallapakam Composers 

Copper plates on which the musical compositions of the Tallapaka composers were 
engraved on the instance of Cinna Tirumalacarya were hidden in a vault in Tirumala for 
centuries. These were discovered only in 1922 A.D and subsequently published by Tirumala 

303 The classical equivalent of this would be ‘Jayavu Ide’ 


190 




Chapter 4 


Musical Compositions of the Vijayanagara Period 


Tirupathi Devasthanams. These have the Raga-s of the compositions inscribed on them. 
These are perhaps the most authentic source today of the original Raga-s used by the 
Tallapakam composers. The set of Raga-s mentioned are 304 : 

Abali, Ahiri, Ahirinata, Amarasindhu, Andoli/Andola, Arabhi, Bauli, Bauliramakriya, Bilahari, 
Bala Hamsa, Bhallati, Bhupala, Chayanata, Desaksi, Desalam/Disalam, 
Devagandhara/Devagandhari, Devakriya, Dhanyasi, Dravidabhairavi, Bhairavi, Gaula, 
Gurjari, GTtanata, GambhTra Nata, Gummakambhoji, Gundakriya, Hejjuji/Hijjuji, Hindola, 
Hindola Vasantha, Kambhoji, Kannadabangala, Kannadagaula, Kedaragaula, 
Kokilapancama, Kondamalahari, Kuntalavarali, Lalita, Madhyamadi, Malahari, MalavasrT, 
Malavi, Malavagaula, Mangalakausika, Mangalabauli, Mecabauli, Megharanji, Mukhari, 
Mukharipantu, Nadaramakriya/Namakriya, Nagavarali, Nagagandhari, Narayani/Narani, 
Nattanarayana, Narayanadesaksi, Nilambari, Padi, Purvi, Purva Gaula, Phalamanjari/Phala 
Vanjaram, Pratapanata, Nata, Ramakriya, Suddharamakriya, Rayagaula 305 , Revagupti, 
Salanga and Salanganata, Samanta, Samasindhukriya, Sindhuramakriya, Sri, SuddhadesT, 
Suddhavasanta, Telugukambhoji, Todi and Tondi, Varali, Vasantavarali, Vasanta, Velavali, 
Manohari, Kuranji, Bangalam, Sankarabharanam, Pisalam. 

It may be noted that many of the Raga-s mentioned above are also used by the Haridasa-s. 
This has been discussed in detail earlier in this chapter. 

Of these Raga-s, the Raga-s Ahiri, Ahirinata, Andoli/Andola, Bauli, Bhupala, Cayanata, 
Desaksi, Devagandhara/Devagandhari, Devakriya, Dhanyasi, Bhairavi, Gaula, Gurjari, 
Gundakriya, Hejjuji/Hijjuji, Hindola, Kambhoji, Kannadabangala, Kannadagaula, 
Kedaragaula, Lalita, Madhyamadi, Malahari, MalavasrT, Malavi, Malavagaula, 
Mangalakausika, Megharanji, Mukhari, Nadaramakriya/Namakriya, Narayani/Narani, 
Nattanarayana, Padi, Purvi, Purvagaula, Phalamanjari/Phala Vanjaram, Nata, Ramakriya, 
Suddharamakriya, Revagupti, Salanga and Salanganata, Samanta, Sri, Suddhavasanta, 
Todi and Tondi, Varali, Vasanta, Velavali, Kuranji, Bangalam, Sankarabharanam are 


304 The source for this is Vijayanagara Visions by William J. Jackson, page 196, quoting Sri S.R. 
Janakiraman's article ‘Ragas adopted by Annamacharya’, Shanmukha Quarterly, Vol V, No. 2, April 
1979, page 15-21 

305 This is probably a scribal error, for the name ‘Narayana Gaula’. 
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mentioned in contemporary musicological works like SMK and SRC, as discussed earlier in 
this chapter. 

Out of the Raga-s mentioned above, Arabhi, Bilahari, Bala Hamsa, GambhTranata, 
Hindolavasantha, Kokilapancama, Kuntalavarali, Mecabauli, Nagavarali, Nagagandhari, 
Narayanadesaksi, Nilambari, Salanganata, Sindhuramakriya, SuddhadesT, Vasantavarali 
occur in later treatises. This shows that the Tallapaka composers too used Raga-s which 
were not already defined in musicological treatises and enriched them with their 
compositions. Musicologists who came subsequently included the descriptions of these 
Raga-s in their works. 

The Raga-s Abali, Amarasindhu, Bauliramakriya, Bhallati, Desalam/Disalam, 

Dravidabhairavi, GTtanata, Gummakambhoji, Kondamalahari, Mangalabauli, Mukharipantu, 
Pratapanata, Rayagaula, Samasindhukriya, Sindhuramakriya, Teluguambhoji, Manohari, 
Pisalam have not been mentioned in musicological works at all. Scribal errors in the names 
of these Raga-s are possible. Another possibility is that these are colloquial names of 
‘classical’ Raga-s. However, it is more likely that these are of local origin. The usage of these 
Raga-s is a most innovative effort by the Tallapaka composers. 

Another source for Raga-s used by the Tallapakam composers are palm leaf manuscripts 
called the ‘Sesacaryula Vrataprati’ which were preserved by the descendants of Sri 
Annamacarya for several centuries. These were handed over to the Sri Verikateswara 
Oriental Research Institue (SVORI), Tirupati in the early twentieth century. The additional 
Raga-s found in these manuscripts are Kalyani, GaulTpantu/GaurTpantu, Ghantarava, 
Pantuvarali, Suddhakamboji, Kedara, Vasantabhairavi, Maruvadhanyasi, Yamunakalyani, 
Saurastra 306 . 

Of these, some Raga-s are also ascribed to Haridasa compositions, as mentioned earlier in 
the chapter. It may also be noted that the Raga-s GaulTpantu/GaurTpantu, Pantuvarali, 
Suddhakamboji, Kedara, Vasantabhairavi, Maruvadhanyasi, Yamunakalyani, Saurastra do 
not appear in contemporary musicological works but only in later treatises. 

306 vide ‘Aksara’, a commemorative Felicitation Volume published in November 2005 by Visvodaya, 
having the article ‘Amudritamulaina Talapaka SarikTrtanalu - Oka Parisodhanatmaka Parisilanamu' by 
Dr. Veturi Ananda Murthy, Page 889-913 
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4.2.2 Tala-s used by Tallapakam Composers 

In the copper plate inscriptions, there are no Tala-s explicitly mentioned. However, in the 
Sesacaryula Vrataprati manuscripts, Tala-s are assigned for some manuscripts. These are 
Jhampe, Atta, Mathya and Eka, which belong to the Suladi Sapta Tala-s. In the Desi Suladi 
of Annamacarya, the Suladi Sapta Tala-s have been used. In the Suladi-s of the Tirumala 
musical inscriptions, the Suladi Sapta Tala-s and the Racam Tala have been used. It 
appears that the Suladi Sapta Tala-s were extensively used by the Tallapakam composers. 
These have been dealt with in great detail in the earlier sections. 

4.2.3 Forms Used by Tallapakam Composers 
4.2.3.1 GTtam 

There is a GTtam by Pedda Tirumalacarya which has been given with notation in SangTta 
Sarvartha Sara Sarigrahamu by VTna Ramanuja 307 . It is set to Kamboji Raga and Rupaka 
Tala. It has many Jati syllables like ‘Jhem Jhem Dgu Dgu etc.’. The notation for this is given 
below: 


Raga: Kamboji Tala: Rupaka 
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m 
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307 Sarigita Sarvartha Sara Sarigrahamu by Vina Ramanuja, Published in 1873, Page 69 
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a a 

m 


a 

m 



4.2.3.2 Padam 

Sri Tallapakam Annamacarya was the first composer of Telugu SaiikTrtanam-s with the 
Pallavi-Carana format. It has been seen earlier in the chapter that he was a contemporary of 
Sri SrTpadaraya who was composing Pada-s in Kannada at the same time. Together, Sri 
SrTpadaraya and Sri Annamacarya popularized the Pallavi-Anupallavi-Carana format of 
Pada-s/Padams and heralded a new era in Karnataka musical forms. Sri Annamacarya is 
said to have composed about 32,000 SarikTrtana-s. His son Pedda Tirumalacarya and 
grandson Cinna Tirumalacarya too have composed SankTrtana-s. Of these, 14,523 
compositions of Tallapakam poets are available 308 . 

Before proceeding to a description of the Padam composition of Tallapaka poets, it is 
necessary to define the words Padam and SaiikTrtanam. Sri Annamacarya has classified the 
Padam-s into various categories in his musicological treatise, ‘SarikTrtanalaksanam’. This 
treatise is not extant, however, its Telugu translation ‘SarikTrtanalaksanamu’ by Cinna 
Tirumalacarya, Sri Annamacarya’s grandson is available 309 . 

SaiikTrtanam is a devotional composition. The Sarikirtanam-s of the Tallapaka poets are so 
called as they are devotional in nature. ‘Pada’ or ‘Padam’ is a generic name for musical 
composition. However, Haridasa compositions are referred to as ‘Pada’. Similarly, the 
SarikTrtanam-s of Tallapaka poets are referred to as ‘Padam-s’. Padam is the same as 
‘Pada-Niryuktam’ defined in the SarigTta Ratnakara as a song in praise of God. Since the 
compositions of the Tallapaka poets are devotional in nature, they can be called Padam-s. In 
the SarikTrtana Laksanamu of SrT Cinna Tirumalacarya, Padam and SaiikTrtanam are used 
synonymously 310 . In SankTrtanalaksanamu (Verse 18), Cinna Tirumalacarya, quoting his 


308 Vide Dr. Salva Krishnamurthy, translation and Commentary, The Tunes of Divinity, Volume I, Page 
xiii 

309 This work has been described in the Chapter 5 of this Dissertation 

310 The copper plate inscriptions have the title legend as: ‘ It is clear SarikTrtana Laksanamu is 
synonymous with Padacchandamu' vide Dr. Salva Krishnamurthy, SarikTrtana Laksanamu: 

Correlation of Laksya with Laksana, The Tirumala Music Inscriptions, Page 42 
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grandfather, establishes the hoariness of the Padam by linking it to the descriptions of the 
Desaila Prabandha in treatises such as SarigTtaratnakara, SaiigTtacudamani and 
SangTtasudhakara. In the same verse, he also equates SankTrtanam to Padam. 

For the various categories of Padams described in this work, we can find several examples 
of compositions by Sri Annamacarya 311 : 

Astapada Padam : This is a padam with Pallavi similar to the famous Astapadi by Jayadeva. 
An example of a song by Sri Annamacarya is: 

Aho Suratavihardyam 

Sahaja Parajaya Sarika Nasti 


Padamalika: This is the same as Sisamalika which should have 12 or 18 lines. An example 
of a song of this type in Raga Mukhari is: 

Enta VegiraKadavemoyi Pantaga davinraldna Vadarakumoyi 


Sarabhapadapadam: This is distinct from Astapadapadam. An example of this in Sri Raga is: 
Nityamudaiundi Nityudai Vetugondu 


Daruvu: This can be either in two lines or four lines. These should be sung in Madhya or 
Druta Laya with Tala. An Annamacarya Krti of this type is: 

Kurimerigi Kaikovu Ni 

BTramule Nerapevu 


311 Vide Dr. Salva Krishnamurthy, Sarikirtana Laksanamu: Correlation of Laksya with Laksana, The 
Tirumala Music Inscriptions, Page 46 
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Jakkula Rekulu : These are compositions which employ the Ragada meter and are sung with 
Tala. They are named with the prefix of Tala or Raga. Examples are Triputareku, 
Jampareku, Baulireku and Mukharireku. 

Ardhacandrika Padam : In these compositions, only half of the Udgraha, Dhruva and Abhoga 
are sung and then the Pallavam is inserted. It also has many Tanam-s. An example of this 
is: 


Atisobhiteyam Radha Satata VHasavasaradha 

Gobbipadam : The word appears to have originated from the Tamil word Kumbidu which 
means to make obeisance or to worship. This composition is also said to be similar to Garha 
Nrtya. An example of this is: 

Konda Goduguga Govulagacina Konduka sTsuvuku GobbiHo 

Vakyam : This composition was sung without Tala but with much Tana and involvement with 
the meaning. An example of Sri Annamacarya’s composition of this type in Raga Nata is: 

Edaivamu SrTpadanakhamunabuttina Gangatrilokapavanamuceyanu 

Apart from this, there is a plethora of folk and ritualistic compositions composed by the 
Tallapaka composers. Their classification is more thematic and less structural. These shall 
be taken up later in the chapter. 

4.2.3.3 Su/adi-s 

The structure of the Suladi form and the Suladi Sapta Tala-s have been described in great 
detail in the earlier sections. 

There are few known Suladi-s of Tallapaka composers. However, the available Suladi-s of 
these composers are quite distinct from the Suladi-s of Haridasa composers thematically 
and structurally. These are described below: 


197 




Chapter 4 


Musical Compositions of the Vijayanagara Period 


Desi Suladi of Sri Annamacarya 312 

This Suladi has the prescription of Tala-s for different stanzas Dhruva, Matthya, Rupaka, 
Jhampe, Triputa, Ata, Eka. This Suladi has several special features: 

• It has been set in several Raga-s Malavagoula, Ramakriya, Varali, Bouli, Padi, Nata 
and Sri Raga. Thus, this is a Ragamalika. In the manuscripts and printed sources of 
Suladi-s of Haridasa-s considered by this author, there have not been any where 
multiple Raga prescriptions are seen. 

• The ‘Jate’ stanza which is seen in Suladi-s of Haridasa-s is absent here. 

• In the DesT Suladi, there are two new sections in the first stanza (to which Dhruva 
Tala is prescribed). These are ‘Pallavi’ and ‘Vakyam’. None of Haridasa Suladi-s 
have these two components. Vakyam is used in Prabandha-s. It has been seen 
above that Vakyam was also a type of composition of Sri Annamacarya, which was 
sung without Tala. If the same structure is implied here, then it means that the 
Vakyam represents a segment without Tala which is very unusual in a Suladi. 

• In the Haridasa Suladi-s, the first stanza has Udgraha and Abhoga. The Udgraha is 
divided into three segments, the first two being sung in the same melody (Dhatu). 
The first segment is the Dhruva and after singing the Abhoga, the Dhruva is sung. 
Thus, Dhruva is the refrain. If Pallavi has been used in the sense of refrain in the 
DesT Suladi, this is structurally different from Haridasa Suladi-s because it is the first 
segment of Udgraha and not the second which is the refrain in Haridasa Suladi-s. 

• The stanzas starting from the second one are generally shorter (with two lines each) 
as compared to Haridasa Suladi-s. 

• This Suladi has a theme in Srngara Rasa. None of the Haridasa Suladi-s examined 
by this author have been composed in this Rasa. 

Thus, we can see that this Suladi is a unique composition which represents a different style 
from that of the Haridasa-s. 


312 The text of this Suladi has been taken from the article ‘DesT Suladi of Annamacarya’ by SrT S.R. 
Janakiraman, The Journal of The Madras Music Academy, 1979, Vol L, Page 126. According to the 
author, the source is copper plate inscriptions preserved in the TTD. 
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Suladi-s found in stone inscriptions in Tirumala 313 

In Tirumala, notated musical inscriptions were found on stone slabs by late SrT Veturi 
Prabhakara Sastri in 1949 A.D. After many efforts by individual scholars to study and 
publish the inscriptions, these were examined by a team of eminent scholars in 1999, who 
participated in a joint seminar. The outcome of their study was published by Tirmala 
Tirupathi Devasthanams in 1999. It was clearly established that these inscriptions pertain to 
Suladi-s composed in the 15-16 th centuries most likely by the Tallapakam composers. Below 
is a brief description of the inscription: 

It was inferred by the above-mentioned scholars that the original inscription spanned at least 
five stone slabs, on which five Suladi-s were notated. Of these, only the second and fourth 
are now available. The notations appeared to be spread over the slabs in the following 
manner: 

Slab 1: Suladi 1, 1 st part of Suladi 2 
Slab 2: 2 nd Part of Suladi 2, 1 st part of Suladi 3 

Slab 3: 2 nd Part of Suladi 3, 1 st part of Suladi 4 

Slab 4: 2 nd Part of Suladi 4, 1 st part of Suladi 5 

Slab 5: 2 nd Part of Suladi 5 


Here, Suladi 1, Suladi 2 etc. denote the first Suladi, second Suladi etc. 

It may be noted that most of the Suladi-s are spread over two slabs. This is the reason that 
the notations of none of Suladi-s are available completely. 

The available Suladi notations are as below: 

Slab 2: 2 nd Part of Suladi 2, 1 st part of Suladi 3 

Slab 4: 2 nd Part of Suladi 4, 1 st part of Suladi 5 

313 Vide The Tirumala Music Inscriptions published by TTD in 1999 
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Thus, the first part of Suladi 2 is missing, thus the Raga ascription is not known. However, 
based on the notation, the scholars have assigned Malavagoula as the Raga. This Suladi 
has been named ‘Dasavatara Suladi’ based on the lyrics in the inscription. 

Suladi 3 has the Raga Varali(a) assigned to it in the inscription. The scholars are in 
agreement that the same Raga should be assigned to all the stanzas of this Suladi. 

Again, as the first part of Suladi 4 is missing, the Raga assigned to it is not known. The 
scholars have assigned the Raga Goula based on the notation. 

Suladi 5 has the assignment of the Raga Nata. However, the scholars are of the view that 
this is probably a Ragamalika. The stanzas after the first one have been assigned Padi and 
Malavagoula Raga-s. 

In the known portions of the Suladi-s, the following stanzas were found. Here, it is to be 
noted that the stanzas have been named after the Tala-s used in them, except 
Caupadadolam, which according to the scholars, signifies that the stanza is a quatrain, i.e. 
has four lines. 


Suladi 2 (2 nd Part) 

Rupakam 

Jhampa 

Raganam 

Tivuda 

Ata 

Racam 

Caupadadolam 
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Ekatali 


Suladi 3 (1 st Part) 

Dhruva 

Rupakam 

Suladi 4 (2 nd part) 

Jhampa 

Raganam 

Tivuda 

Ata 

Racam 

Caupadadolam 

Ekatali 

Suladi 5 (1 st part) 

Dhruva 

Mathya 

RGpakam 

Following is the notation of the Dhruva of the 3 rd Suladi: 
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ma ga ri ga ri sa sa. m da ma ma ga ri sa 


ya i ya 


ya i ya 


i ya i ya 

bhuvanacarana 


Abhogam 
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d 2 
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ma ga ga ma 

sa ga ga sa 

gha na ku ca 

gha ta 

gha ta na - 

pa tu pu na 

sa ri ga ma 

pa da 

ni sa ri ga 

ri sa ni ni 

ra nu di ta 

dhrti 

ra ti ra sa 

ma - jja na! 

sa ni da ga 

ri sa 

sa ni da pa 

ma ga ri sa 

ma na da li 

ta ra 

ma ya ti ya 

so - dha na 


ghanakucaghata 


Jyavala 
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d 2 

I 4 
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sa ni. sa ga 
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ma ga ga ma 

ga ri ri ga 

hu ta ta nu 

ma gha 
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ma ga 
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a ti ja da 

ma ti 

ma khi la su 
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ni sa ri ga 

ri pa 

sa , ni da 

pa da ni sa 

su ta nu ri 

ya m 

su - sya ti 

dr dha mi ha 

ga ri ri sa 

ni da 

da , pa ma 

ga ga ri sa 

vi ta nu kr 

pa m 

Veri - ka ta 

gi ri gr ha 


|| bhuvanaracana || 

Some remarkable new features were found in the Suladi-s of these inscriptions: 

• These Suladi-s have been notated with solfa syllables and symbols to mark the Tala 
Avarta-s. This establishes beyond doubt that Suladi-s were musical compositions which 
had a well-developed component of melody. 

• Each Carana in the Suladi has Udgraha, Jyavala and Abhoga. Some Cara na-s have 
Prayoga also. The Caupada Dolam has Pallavam followed by Pada-s. 

• In these Suladi-s, some new terms Caupada Dolam, Racam, Raganam, Uga, Jyavala, 
Prayoga and Pallavam are found. They are: 

o Caupada Dolam has been explained above. This is a very unusual structure 
which has not been seen anywhere in Haridasa Suladi-s. 
o Raganam: Stands for Ragana Matthya Tala which has the guru-laghu-guru 
structure. 

o Racam is the Desi Tala Raccha which had the structure laghu-druta-virama. The 
usge of this in Suladi-s other than this inscription is unknown, 
o Uga is an abbreviation of Udgraha. This probably is used in the same sense in 
the term ‘Ugabhoga’. 
o Jyavala has been used for Dhruva. 

o Prayoga is an Alapa segment with the syllables ‘tiya iya iya a etc. ’ used both for 
Melapaka and Antara, i.e. to join udgraham to Jyavala and Jyavala to Abhogam. 
o Pallava is the first segment of Caupada Dolam which is followed by three stanzas 
or Pada-s which share the same Dhatu which is different from the Dhatu of the 
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Pallava. This is comparable to the Pallavi of Krti. Usage of Pallava in Haridasa 
Suladi-s is not seen. 


We see from the above that these Suladi-s represents a new trend and is very distinct from 
the style seen among Haridasa Suladi. 


4.2.4 Long Poems 

In addition to SankTrtana-s, the Tallapakam poets composed several long poems of the types 
like Ragada, Satakam, Udaharanam, Dandakam etc. There are several examples of such 
compositions which are given below. 


Satakam 

Satakam is a literary piece of art. The name derives from Sata, which means a hundred in 
Sanskrit. Satakam comprises a hundred poems. These are usually devotional, philosophical 
or convey morals. Annamacarya himself is said to have composed 12 Satakams of which 
Narasimha Satakam, Cennakesava Satakam, Sudarsanakrsna Satakam, Cinnikrsna 
Satakam and Venkateswara Satakam are available 314 . 

The Venkateswara Satakam was his first Satakam and starts with the following verse: 
SrTsati NUajambavati SrTyamunasati Satyabhama Dha 
Trisati RukminTramani Daeviyitasati VIralamda-run 
Jesinaseva Cesedanu Jekonu Srlyalamelumanga NT 
MOsina Mutyamai Yura mu Mumgita (Jengata Venkatesvara !) 315 


314 Vide Dr. Pappu Venugopala Rao, Flowers at his Feet, Chapter 1, Page 6 

315 This poem has been taken from http://annamayyapadyaalu.blogspot.in/2009/02/english- 
annamayya-alamelumanga.html 
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This is a Satakam which has four-line verses, each ending with the word Venkatesvara. 

Another Tallapakam composer who has composed Satakam-s is Pedda Tirumalacarya who 
has composed Srngara Vrtta Satakam and NTti-Sisa Satakam. 316 

Dandakam 

This is a literary style of poetry seen in the Samskrta and Telugu languages. Sri Pedda 
Tirumalacarya has composed a ‘Srngara Dandakam’. Sri Cinna Tirumalacarya has 
composed an ‘Astabhasa Dandakam’ in eight languages - Samskrta, Prakrt, Sauraseni, 
Magadhi, Paisaci or Apabhramsa bhasa, Praci, Avanti and Sarva DesTbhasa. 

Ragada 

This is a type of composition which uses the Ragada meter. The Ragada meter is similar to 
the ‘Ragale’ of Kannada, which is usually equated with the blank verse in English. The 
Ragale Meter is one without any restriction on the number of lines. It has perhaps evolved 
from the ‘RahadT’ Prabandha which has been defined in the SangTta Ratnakara as having 
many Carana-s (bahubhih caranaih) (SR, 4, 296). Sri Tallapakam Pedda Tirumalacarya has 
composed the Sudarsana Ragada. 

Other Long poems 

Sri Pedda Tirumalacarya has composed Udaharanakavya-s, Cakravalamanjari, Repha- 
Rakaramlu, a commentary on the Bhagvad-GTta and Harivamsa (in the Dvipada meter). Sri 
Cinna Tirumalacarya has composed the musicological work in Telugu - SankTrtana 
Laksanamu which is a translation of the work SankTrtana Laksanam by his grandfather SrT 
Annamacarya in Samskrtam. SrT Cinna Tiruvengalanatha, who was an expert in Dvipada 
meter, has composed AstamahisT Kalyana, Paramayogivilasa, Usaparinaya and 
Annamacarya Caritra in this meter. 


316 Vide Dr. Salva Krishnamurthy, translation and Commentary, The Tunes of Divinity, Volume I, Page 
xiii 
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4.2.5 Prabandha-s 

There are two known Prabandha-s of Pedda Tirumalacarya: 

Agha Ane - This is a Jhombada Prabandha starting with the words ‘Agha Ane’. 317 A 
Jhombada Prabandha in SangTta Ratnakara is defined as one where the Udgraha has two 
segments, the first being sung twice and the second once. The Melapaka has a Prayoga 
segment (as described in the earlier section) which is optional. The Dhruva is sung twice, 
followed by Abhoga and then the song terminates on the Dhruva. 

Jalacaradhara - This too is a Jhombada Prabandha starting with the words ‘Jalacaradhara’ 
set to Rupaka Tala. Following is the notation of this Prabandha from the TMSSML 
manuscript no. B11575 



317 Vide the information given by Dr. Veturi Ananda Murthy. It was discovered in a palm leaf manuscript of the 
TMSSML library. 
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4.2.6 Thematic Classification of Musical Compositions by Tallapakam Composers 

The compositions of the Tallapaka poets can be thematically classified under various heads 
as below: 

• Folk forms and Ritualistic music 

• Spiritual Compositions 

• Madhura Bhakti 

• Social Compositions 


4.2.6.1 Folk Forms and Ritualistic Music 

Just as the Haridasa-s incorporated folk forms and composed ritualistic music in Kannada, 
the Tallapakam composers led the pioneering efforts to incorporate folk music and ritualistic 
music through their brilliant compositions in Telugu. 
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Some of the folk songs which have been composed by them are: 


Gobbipadam : This has been described earlier. Gobbi or Gobbillu is given as salutations and 
some kind of sport. 

Jajara : This is the derivative of the word CarcarT in Samskrta. An example of this is in Raga 
Hindolavasantam : 

Jagadapu Januvula Jajara 

Saginaia Mancapu Jajara 

Kugugu : This is a type of folk song where a person is called. An example of this type of a 
song is 

Guru Therigina Donga Kugugu 

Tummeda : This is a type of song where the word ‘Tummeda’ is repeated. Tummeda 
meaning ‘bee’ is a metaphor for the individual soul. An example in Sri Ragam is 

Toiiintivaiegavu Tummeda hika 

Voiiavugamammu No Tummeda 

Candamama Padam : These Padams use the moon to depict Madhura Bhakti or Vatsalya. 
An example of this type of a song is: 

Sande Kada Puttinatti Sayaia Panta 

Suvvi Patalu : These are songs sung by married women while pounding paddy used in 
marriage. An example of this type of a song in Raga Bhupalam is: 

Suvvi Suvvi Suvaiamma, Navvucu Devaki Nandanuganiye 


210 




Chapter 4 


Musical Compositions of the Vijayanagara Period 


Allonerellu : are the songs sung during moonlight nights while pounding ‘Cimmili’ during the 
celebration of a girl attaining puberty. A song of this type in Raga Desalam is 
‘Neyyamulalldnerello Voyyana vuredi’ 

Sodepatalu : These songs are sung by gypsy fortune-tellers ‘Erukata-s’ which are usually 
part of Kuravanji Yaksagana-s. An example of this type of a song in Raga Telugu Kambodi is 
‘ Erukaceppe Niyiccayella Nerugudu Merugaina’ 

Cilukapadalu : these songs have the refrain ‘Ciluka’ which means parrot, and is a metaphor 
for the individual soul. An example of this type of a song in Raga Ahiri is 
JTvatumudaiyundu Cilukani Vavaliki 

There are some other compositions which are also sung during rituals and auspicious 
occasions. Some examples of each of these type of songs are as below: 

Venkatesa Kalyanam : This is the marriage of Lord Verikateswara with Padmavathi. A song 
describing this is: 

Pasidi Aksintal ive Patta Ro Vega me Ra Ro 

Brahmotsavam : This is a special festival in Tirupati. This is depicted in the following 
composition: 

Nanu Dikkuta Narulella Vanalalone Vatturu Gadali 

Abhisekam : This is the ceremonial bath given to the deity. This has been described in the 
following composition: 

Kanti Sukra Varamu Gadiyal Edinta 

Maiigalam : This is benediction sung at an auspicious occasion. An example of this is: 

Chittaja Guruda NTku SrT Mahga/am 

Jolapatalu : This is a lullaby which is sung to put children to sleep. A song of this type is: 

Jo Acyutananda Jo Jo Mukunda 
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Sobhanamu : This is a benediction song, similar to Sobhane in Kannada. An example of this 
in Raga Malavi is 

PHuvakavaccitimi Peratandiamu 

Ha rati: This is waving of light before the deity. An example of this in Sri Ragam is 
Ettare Aratu Lintuiaia 

Dhavalam : This is a benedictory song. An example in Raga Gundakriya is 
Jayamarigalamu Nlku Sarveswara 
4.2.6.2 Spiritual compositions 

Sri Annamacarya and his descendants were followers of the Visistadvaita school of 
philosophy. Though Sri Annamacarya was born as a Smartha Brahmin, he converted to Sri 
Vaisnavism and became a disciple of Adivan Satakopayati. He studied the hymns of the Sri 
Vaisnava saints, the Alwars, known as the Divya Prabandham, the Bhagavata and several 
other Purana-s, Upanisad-s and other religious texts. His philosophical approach is reflected 
in the following examples 

• Antarangamuna Tanu Hari Dalacina Calu 

• Sahaja Vaisnavacara Vartanula 

• Munula Tapamu Nade - Mula Bhuti Yade 

Sri Annamacarya’s compositions on his chosen deity - Sri Venkateswara are unparalleled in 
their beauty. Some examples of these are given below: 

• Kanti Nakhilanda Karta Nadhikuni ganti 

• Ippuditu Kalaganti Nellalokalamulaku 

There are also other compositions on deities other than Lord Verika teswara. Some 
examples are given below: 

• Asamudra KsitTsanam 

• PhalanTtranala Prabhala Vidullatha 

• Okkade Yekriga Verudu Urviki Daivamauna 
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4.2.6.3 Compositions pertaining to Madhura Bhakti 

Out of the compositions of the Tallapaka composers now available, only about 2139 are 
‘Adhyatma SankTrtana-s’ i.e. spiritual compositions. The rest are portrayals of Madhura 
Bhakti. In this form of Bhakti, there is only one man in the universe, the Supreme Lord 
(Purusottama) and the rest of the universe is feminine. In the Vaisnava Bhakti tradition, the 
devotion of Gopi-s to Lord Krsna is spoken of. The Tallapakam composers consider Lord 
Verikateswara as their hero and have composed many songs about the love that his consort 
Alamelumariga has for him. The composer in fact takes on the role of Alamelumariga himself 
and the song is composed to express the devotion of the devotee (the composer) to his 
Lord. 

Some examples of this type of Bhakti are 

• Pidikita Taiambraia Pendii Kuthuru, Konta 

• Aiukaiu Celia vu Hari Purusottama 


4.2.6.4 Social Compositions 

Sri Annamacarya believed in social equity. He propounded justice and spiritual richness 
rather than material wealth. There are several songs which convey this viewpoint. Some 
examples are as follows: 

• Brahmamokate Parabrahmamokate 

In this he describes that the Supreme Being is only one. 

This song is also called a Tandanana Padam because this has the refrain ‘Tandanana’. 

• Ye Kuiajuda Naina Nemi 

In this song he says if a person believes in Hari, his caste is unimportant 

• Kulajini Yintanundi KulahTnuni 

In this song, he decries condemning people because of their caste. 

4.2.7 Language of Tallapakam Composers 
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4.2.7.1 Languages used in Compositions 

The Tallapakam composers composed many songs in Telugu. However, there are some 
songs also in Samskrta. The Suladi-s found in the stone inscriptions in Tirumala mentioned 
earlier in this chapter are an example of this. Some other examples of Samskrta 
compositions can be seen below: 

• Sakalam Hey Sakhi Janami 

• Saranu Saranu Surendra Sannuta 

• Madhava Kesava Madhusudana Visnu 

• Namo Narayanaya Samadhikananda Sarvesvaraya 

As mentioned earlier, Sri Pedda Tirumalacarya has composed an Astabhasa Dandakam 
in eight languages. 

4.2.7.2 Language of the compositions 

Though the compositions of Tallapaka poets are based on the Hindu mythological and 
philosophical works, their language is simple, direct and clear. Their descriptions are very 
vivid and bring forth beautiful images to the listeners mind. Their words are those of the 
common folk, but the meaning conveyed through them is esoteric. 

Sri Annamacarya was a trend-setter in the sense that he used existing Telugu meters in oral 
tradition rather than use available meters in Telugu literature. He wrote a musicological 
treatise SaiikTrtanalaksanam which dealt with the concept of a lyric, its varieties, structure 
and language. 

4.2.7.3 Usage of Alliteration in the compositions 

The compositions of the Tallapaka composers abound in alliteration on the second syllable 
(DvitTyaksara Prasa). Some typical examples can be seen below: 

Maj/ala Samsaramu Marigi NT Karmamu 

Ea Ye da Ninu Maruga Detiko Hari 


Ma/7Lju dai Putti Manujuni Sevinci 
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A/7odinamu Dukha Manda Nela 
Another example is from the Sudarsana Ragada: 

Sa/vaphalapradasahajamu Cakramu 
Pu/vakonasampurnamu Cakramu 

4.3 Other Compositions of the Vijayanagara period 

4.3.1 Vacana-s of VTrasaiva-s 

4.3.1.1 Introduction 

The Vacana form had flourished from the 12 th Century due to the plethora of compositions 
from the Sivasarana (VTrasaiva) saints. In the early VTrasaiva compositions (1150-1200 CE), 
the pithy poems called Vacana-s had as their theme devotion to Lord Siva. However, during 
the Vijayanagara period, many Vacana-s were written which sang the glories of the earlier 
VTrasaiva saints. These employed native metres such as ‘Ragale’ and ‘Satpadi’ which were 
also used by the Haridasa and Tallapakam composers. Tontada Siddhesvara (1470) guru of 
Virupaksa Raya II authored 700 Vacana-s called ‘Satsthalajnanamrita’. Tontada 
Siddhalingayati (1540), Svatantra Siddhalingeswara (1565), Ganalingideva (1560) were 
some of the prominent Vacana poets who lived in the Vijayanagara period. Maggeya 
Mayideva was a composer of ‘Sataka’ ( a poem with hundred verses), Viruparaja wrote a 
Sangatya (literary composition to be sung with a musical instrument) on the life of 
Ceramanka in the 16 th century. Gurubasava, Karasthalada Nagideva, Nirvani Bholesa were 
musical composers who were the contemporaries of Praudhadevaraya (1419-1446 AD). 
However, the most prominent composer among the VTrasaiva-s was Nijaguna Sivayogi, who 
authored many songs in his work - Kaivalya Paddhati. 


4.3.1.2 Musicality of the Vacana-s 

There have been differing views among scholars about Vacana-s being musical 
compositions. However, there appears to be a tradition of musical recitation of the Vacana-s, 
right from the 12 th century as can be seen in some of the lyrics of Sri Basavanna: 
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Kincitu Gita Ondanantakoti Japa Japavembudeka Manave 

Kudala Sarigana Saranara Kandu Adi Hadi Baduku Manave 

Here, the word ‘Hadi’ means ‘to sing’, indicating that the Vacana-s were sung. 

Apart from this, the compositions of early Vacanakara-s (composers of Vacana-s) contain 
many references to musical concepts, examples of which can be seen in Allama Prabhu’s 
Vacana-s: 

• Matembudu Jyotirliriga Si/ara vembudu Paratatva, 

Taluostha Samputavembudu Nada timdu Kald uia 

• Dhatumatu Pallatisida de Gamanavinelliyado? 

Songs from Nijaguna Sivayogi’s Kaivalya Paddhati In the 15 th century have Raga-Tala 
attribution and are musical compositions. It is the opinion of some scholars that many of the 
Vacana-s of other composers too got formal Raga-Tala attribution around the 15 th century or 
a little before that 318 . In the fifteenth century, the first occurrence of the word ‘Svara Vacana’ 
is seen in a manuscript 319 . The usage of this term implies that the composition has a definite 
Raga and Tala ascription. Other scholars opine that the fixing of melody accompanying the 
lyrics (and thereby, the Raga and Tala) was done by the original composers, and therefore 
Svara Vacana-s can be dated back to the earliest Vacanakara-s 320 . Irrespective of the 
validity of either of the views, it is a fact that Vacana-s have a tradition of musical rendering. 


The Svaravacana-s have the assignment of the following Raga-s: Madhumadhavi, 
Santamalahari, DesT, Bhairavi, Marigalakausi, Vasanta, Malagagaula, GundakrT, BavulT 
(Bhauli), RamakrT, Bhairavi, Bhupali, Varali, Gujjari, Nati, Lalita, Desaksi, NadanamakrT, 
Davalara, Sokavarali, Devagupti, Kannadagaula, Arabhi, Sri, SindhuramakrT, 


318 Vide Kannada Sahitya, Sasanagalalli Sariglta Vicara by M Chidananda Murthy, p 64 

319 Vide Article by Dr. Sarvamarigala Sarikar - ‘Svaravacanagalu - Ondu Sarigltatmaka Adhyayana - 
Part 17’, Ananya Kala Sincana Vol 1, Issue 3, Oct 2010, p 2 

320 Vide Article by Dr. Sarvamarigala Sarikar - ‘Svaravacanagalu - Ondu Sarigltatmaka Adhyayana - 
Part 6’, Ananya Kala Sincana Vol 12, Issue 6, Sep 2009, p 3 
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Sarikarabharana, Suddhakamboji, Aharipattu, Kamboji, OddTyadhanyasi, Teluga Kambodi, 
Pattuvarali, Saurastra, Narayanagaula, Ahari, Salariga, Pad! It can be seen that many of the 
Raga-s are those used by the Haridasa-s and Tallapaka composers. However, since the 
time period of attribution of Raga-s to the Svara Vacana-s cannot be fixed with certainity, it is 
difficult to determine whether these Raga-s existed prior to or in the Vijayanagara period. 

The Tala-s assigned to the Svara Vacana-s are RGpaka, Jhampe, Atta and Racci which are 
the Suladi Tala-s. As in the case of Raga-s, the time period of assignment of Tala-s to the 
compositions cannot be fixed with certainity. 

The Svara Vacana-s have Pallavi and Carana-s. Some of them have an Anupallavi also. 

It is clear that development of music to VTrasaiva compositions as in the case of Haridasa 
and Tallapakam compositions had proceeded uniformly and the belief that Vacana Sahitya 
did not have a high degree of associated music content does not appear to be valid. This 
stands to reason considering that even before the Vijayanagara period, in the period of the 
founder Sri Basavanna and some of the leading exponents like Akkamahadevi etc., there 
are clear indications of the Sahitya being rendered in a musical form. Perhaps the emphasis 
which might have been earlier on the message contained rather than on music might have 
slowly been modified into an all-round significance to both the message as well as musical 
rendering which was followed by the contemporary Haridasa Sahitya 321 . 

4.3.1.3 Nijaguna Sivayogi’s Kaivalya Paddhati 

The songs in Nijaguna Sivayogi’s Kaivalya Paddhati have clear assignment of Raga and 
Tala. The Raga-s are Nadanamakriya, Dhanyasi, Sarikarabharana, Lalita, DesT, Sarariga, 
Bhairavi, TodT, Kambodhi, Bhauli, Kurahji, Madhumadhavi, Saurastra, Salaga, Vasanta, 
PahadT, Sri, Malava, Bhupali, Madhyamavati, Saveri, Nati, Samanta, Kalyani, Purvi, 
Salanganata, Santamalahari, Revagupti, Pantuvarali, Gauri, Pharaz, Nati, Telugu Kambodhi, 
Vaddldhanyasi 322 . 


321 Vide Karnataka Samskrti SamTkse by Dr. H. Tipperudraswamy, Page 679 

322 Vide Royal Patronage to Indian Music, Dr. Gowri Kuppuswamy, M. Hariharan, Sundeep 
Prakashan, 1984, p 69 
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The songs which are 174 in number, have Pallavi and Carana-s but no Anupallavi and are in 
Tripadi metre. The Arikita or Mudra (nom de plume) used is Sambhuliriga. 

Thematically Kaivalya Paddhati is divided in to five parts namely ‘Sivakarunya Sthala’, ‘JTva 
Sambodhana Sthala’, NTthikriyacaryasthala, Yogapratipadanasthala’ and 
Jnanapratipadanasthala’, which pertain to the ‘Satsthala’ of VTrasaiva theology. These songs 
are philosophical songs which talk about ‘Bhakti’, ‘Jnana’ and Anubhava’. Many of the songs 
contain beautiful descriptions and various figures of speech. 

Some of the songs from this work are: 

• Paramesvariya Punyanamavanu 

• Aganita Gu namani Mahimeya 

• Sarana Satiya Maduveya 

4.3.2 Prabandha-s 

4.3.2.1 Composition by Venkata Mantri 

There is a Harsavardhana Prabandha composition by Venkata Mantri available today. 
According to the colophon at the end of the composition, he was the son of Bhandaru 
LaksmTnarayana, the court musician under Krsnadevaraya. This song is in praise of Sri 
Vyasaraya, who is hailed as ‘SangTtagama Abhinava Bharata Muni’. Given below is the 
notation of the song 323 : 


323 Vide Saiigitasarvarthasarasarigrahamu by VTria Ramanuja, p 67 


218 




Chapter 4 


Musical Compositions of the Vijayanagara Period 


Raga: Nata Tala: Rupaka 
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Javada 
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This Harsavardhana Prabandha has been quoted by Tulaja in his SarigTtasaramrta 324 and is 
available in notated form in Sarigita Sarvartha Sara Sarigrahamu by Vina Ramanuja 325 . In 
this book, the Raga Nata and Rupaka Tala have been assigned to it. It has several Jati 
syllables -Torigina, Dgu, Dgu etc. 

According to the Sarigltaratnakara (SR, 4, 288), the Harsavardhana Prabandha has an 
Udgraha with Pada and Biruda and Dhruva with Svara and Pata. The Abhoga again has 
Pada. These features are seen in this Prabandha. 

4.3.2.2 Compositions by Obayamatya 

In his introduction to the critical edition of Ragatalacintamani by PolGri Govinda Kavi by Dr. 

N. Krishnaveni, Dr. Veturi Ananda Murthy mentions compositions by one Obayamatya, who 
is perhaps the father of Polluri Govinda Kavi who lived in the early 17 th century. The identity 
of this composer has not been fully established. It is possible that he lived towards the end of 
the 16 th century, just at the end of the Vijayanagara period. He is said to have composed 
some Prabandha-s as given by Dr. Murthy - 


• Rasa Prabandha in Mukhari, Eka Tala starting with the words ‘Samaradhananjaya’ 

• SrTvardhana Prabandha in Jhampa Tala starting with the words ‘SamarabhTma 
Bhujabalare’ 

• Harsavardhana Prabandha in Eka Tala starting with the words ‘SrTkarunasara’ 

• Jhombada Prabandha - ‘Kantarante Durante’ 

• Trikhandika Prabandha(?) in Sarikarabhara na starting with the words ‘Jagati Bharata 
Tantra Sammata’ 

• Dhanada Prabandha (appearing to be a variety of Kanda Prabandha) 

• Matrka Prabandha in Sri, Jhampe Tala starting with the words Acyuta ‘Durgambhoja 
Madhivasatire’ 


324 Vide Sarigita Saramrta, Prabandha Prakaranam, Page 159 

325 Sarigita Sarvartha Sara Sarigrahamu by Vina Ramanuja, Published in 1873, Page 69 
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The usage of Sapta Tala in the Prabandha-s mentioned above indicates their proliferation 
towards the end of the Vijayanagara period. 

4.3.3 Tiruppugazh 

Saint Arunagirinathar was a musical genius who lived in the early Vijayanagara period during 
the times of Praudha Devaraya whom he mentions in one of his compositions. It is said that 
the king met him and honoured him during his reign 326 . 

The Tiruppugazh compositions of Sri Arunagirinathar which are dripping with devotion are 
based on the Candam meter and have very complex rhythmic structures. The Candam 
meter is very appropriate for setting to music and was first used in Tamiz music by Sri 
Tirujnana Sambandhar. The rhythmic patterns used in the Tiruppugazh cannot be classified 
under the 35 Tala system or the more ancient 108 Tala system. The rythms can only be 
reckoned by a conjunction of Tala-s in the present-day 35 Tala scheme and present a 
challenge to percussionists. 

Unfortunately, the original music of the Tiruppugazh is lost. However, in one of his 
compositions, there are references to Raga-s which give a clue as to which Raga-s might 
have been used by the composer. These are Varali, Sikhandi, Sikamaram (equivalent of 
Nadanamariya in Tamiz music), Vipancikai, Goud, Goudi, Bhairavi, Lalita(ai), Kaisikai, 
Gauli(a), Malahari, Bauli, Varadi, Pata(Phala)manjari, Dhanasi (Dhanyasi), Pancami 
(equivalent of Ahiri), Desi, Ranji (equivalent of Kurunji) 327 . Sri Arunagirinathar also lists the 
five Marga Tala-s Catcatputa, Cacaputa, Satpitaputraka, Sampakvestaka and Udghatta in 
his composition 328 . 


326 vide the article The Greatness of Arunagirinatha’ by P.K. Rajagopala Aiyar, Journal of the Music 
Academy of Madras, Vol LIX, 1989, page 147 

327 vide the article ‘Music of the Tiruppugazh’ by T.S. Parthasarathy, Journal of the Music Academy of 
Madras, Vol LVI, 1985, page 150 

328 ibid 
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4.3.4 Krti-s 

4.3.4.1 Ratnakara Varni’s compositions 

The author of Bharatesa Vaibhava, the famous literary work in Kannada, Sri Ratnakara Varni 
was not only a great author but also a composer of musical Krti-s. His compositions are in 
the Pallavi and multiple Carana format. The original Raga and Tala ascriptions for these 
compositions are not known. These appear to be moral and spiritual in nature 329 . 

Some examples of Sri Ratnakara Varni’s compositions are: 

• Buddhi Sadarave? Yellake Buddhi Sadarave? 

• Guruve! Ninna Na Marediruvene 


4.3.4.2 LaksmTsa Kavi’s compositions 

Sri LaksTmTsa Kavi, the author of the famous literary work in Kannada, Jaimini Bharata, has 
composed some Krti-s in Kannada 330 . These have the Pallavi-Anupallavi-Carana format. 
Some of them are spiritual and devotional in nature - in praise of the deities Visnu and 
Laksmi whereas there are some songs which describe Vasanta (spring season). The Raga-s 
assigned to these compositions are Dhanyasi, Bhupali, Ananda Bhairavi, Na ta, 
Madhyamavati, Arabhi, Sankarabharana, Mukhari, Nadanamakriya, Kedaragaula, Kalyani, 
Pantuvarali, Vasanta Bhairavi and Pancaratna Kambodhi (?). The authenticity of the Raga-s 
assigned cannot be established. 

Some examples of Sri LaksmTsa Kavi’s compositions are: 

• Apariyindaradaru Ramanamavanu (Raga: Mukhari) 

• Deva NTnahudo Devaradeva NTnahudo (Raga: Sankarabharana) 


4.3.4.3 Ceiivendaia Gavirahga Dasa’s Compositions 


329 The source of these compositions is ‘Ratnakarana Kirtanegalu' Ed. by Sri D. Sripathi, Published by 
SrTpala Setty, 1966 

330 The source of these compositions is ‘LaksmTsakaviya Kirtanegalu' Ed. By N. GTtacarya, Published 
by LaksmTsa Samskrtika Vedike, 2002 
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Celivendala Gavirariga Dasa was a contemporary of Praudha Deva Raya, as mentioned by 
the lyrics of one of his compositions. Several of his compositions have been preserved by 
his descendants belonging to the Cintalapalli family 331 . These are in the Pallavi-Anupallavi- 
Carana format. These compositions are devotional in nature and are in praise of deities like 
Rama, Krsna, Siva etc. However, the Raga, Tala ascriptions seem to be of a comparatively 
recent origin as Raga-s like Kamac, Hindustani Kapi etc. have been mentioned. 


4.4 Summary 

This chapter examines the musical compositions of the Haridasa-s and Tallapaka 
composers of the Vijayanagara period from the following perspectives: 

1) The Raga-s used: In the absence of a living oral tradition or accurate musical 

notation of the compositions dating back to the Vijayanagara times, different sources 
were examined to come up with a plausible set of Raga-s that could be used: 

• Manuscripts from the Haridasa tradition 

• Published sources quoting oral tradition and manuscripts 

• Manuscripts in the libraries in Thanjavur and Mysore 

• Names of Raga-s in the lyrics of the compositions 

• Raga names quoted for the Haridasa compositions by Tulaja in SahgTtasaramrta 
and Subbarama DTksitar in SangTtasampradayapradarsini 

• Raga-s assigned for compositions of Tallapakam composers in copper plate 
inscriptions 

• Manuscripts for Tallapakam compositions found in Tirupati 


All of the Raga-s collated from the above sources were cross-verified with musicological 
treatises of the Vijayanagara period such as Svaramelakalanidhi and Natyacudamani 
and also with references in Kannada literature pertaining to that period. After this cross¬ 
verification, a set of Raga-s that could be assigned to these composers was arrived at. 


331 The source of these compositions is Celivendala Gavira liga Dasara Samagra Krti Malika Ed. Dr. 
Srikantam Nagendra Sastri, Published by Cintalapalli Parampara Trust, 2009 
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2) The Tala-s used: It was found that most of the compositions of the above composers 
(where the Tala assignment was from an authentic source) used the so-called ‘Suladi 
Sapta Tala-s’. The evolution of Suladi Sapta Tala-s has been examined in detail with 
the help of musicological works such as SaiigTtasiromani, TaladTpika and 
Sangltasuryodaya and references in Kannada literature. 

3) Musical forms: The evolution of new forms like the Suladi, Ugabhoga, Krti and long 
poems have been taken up in this thesis An analysis of the work of Sri SrTpadaraya, 
Sri Vyasaraya, Sri Vadiraja, Sri Purandara Dasa, Sri Kanaka Dasa and Sri Beluru 
Vaikuntha Dasa has been done. Some special structural features of Krti-s of 
Haridasa-s were found and have been highlighted. Regarding the Suladi form, 
comparison of some typical Suladi-s from different sources - Sri Subbarama 
DTksitar’s notations in his musicological work with the published sources from the 
Haridasa tradition were examined. The structure and rendering of the Suladi was 
compared with the structure and rendering of the Salaga Suda-s from Musicological 
works such as the SangTtaratnakara. Long poems of Sri Vadiraja and other Haridasa- 
s have been examined for structural specialties. The Suladi-s of the Tallapakam 
composers have been compared with the Suladi-s of the Haridasa tradition. Among 
the other compositions of the Tallapakam composers, the different types of Krti-s 
(Pada-s) have been identified in comparison with the musicological treatise - 
SankTrtana Laksanam. Different long poems of these composers have been taken up 
for analysis. Various Prabandha-s composed by the Haridasa and Tallapakam 
composers have been taken up for analysis in comparison with features defined in 
musicological treatises such as the SangTtratnakara. Compositions of other 
composers, most of which were Krti-s have been analysed structurally. 

4) Themes of compositions: The compositions have been thematically classified as far 
as possible. The Haridasa compositions, the Tallapakam compositions and those of 
the other composers are mainly devotional in nature, espousing complete surrender 
to the chosen deity, along with high moral and spiritual values. Some of the 
compositions also advocate social reform and social equity. Various forms of Bhakti 
(devotion) have been presented in the compositions - Dasya, Sakhya Vatsalya etc. 
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This thesis examines the thematic orientation of the compositions in order to bring 
out their high lyrical content. 

5) Language, prosody and other literary features: The literary beauties of the 

compositions have been presented as far as possible, especially for compositions in 
Kannada. 

Musical compositions of other composers: An overview of the musical compositions of other 
composers such as SrTNijagu na Sivayogi and other VTrasaiva saints, Saint Aru nagirinathar, 
Ratnakara Var ni, Kumara Vyasa and Lak smTsa have been touched upon briefly. 

4.5 References to Raga names in Haridasa composition lyrics: 


Composer 

Composition 

Raga-s 

Purandara 

Dasa 

Anganeyarella Neredu 

Padi, Malhari, Bhairavi, Sarariga, DesT, Gundakriya, 

Gujjari, Kalyani 

Purandara 

Dasa 

Tutturu Turendu Battlsa 

Ragagalanu 

Goula, Nati, Ahari, Gurjari, Malavi, Sarariga, 

Phalamanjari, Gouli, Desaksi 

Purandara 

Dasa 

Nalinajanda Taleyadugi 

Maravi, DesT, Gurjari, Bhairavi, Gouli, Nati, Saveri, 

Aheri, Kalyani, Todi, Mukhari, Y(V?)arali, Vasanta, 

Bhouli, Dhanyasi, Purvi, Kamboji, Padi, Desaksi, 

Sankarabharana, Malava, Sourastra, Gundakriye, 

Ramakriye, Megha, Kurunji 

Purandara 

Dasa 

Ranga Kolalanudalagi 

Namakriya, Megharanjini 

Kanaka Dasa 

Tarigadirananimisa 

Tarakegalu 

Bhupali, Desaksi, Narayani, Gujjari, Malavi, Sri, 

Devagandhari, Malahari, Salaga, Saurastra, 

Gundakriya, Lalita 

Kanaka Dasa 

Mohana Tararigini 

(Chapter 22, Verse 32) 

Narayani, Desaksi, Gurjari, Devagandhari, 

Gundakriya, Vasanta, Arabhi, Samanta, Malahari 

SrTpadaraya 

Lali Govinda Lali 

Kalyani, Ananda Bhairavi, Devagandhari 
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4.6 32 Raga-s from various sources: 


BP 

NC 

RTC 

ABSS 

Vivekacintama 

ni 

Purandara 

Dasa 

Kanaka 

Dasa 

Sripadaraya 

Desaksi 

DesaksarT 

DesaksarT 

DesaksarT 

Desaksi 

Desaksi 

Desaksi 


Dhannasi 

DhanyasT 

DhanyasT 

DhanyasT 

DhanyasT 

Dhanyasi 



DesT 

DesT 


DesT 

DesT 

DesT 



Nata 

Nata 

Nata 

Nata 

NatT 

Nati 



Malahari 

MallarT 

MalaharT 

MalaharT 

MalaharT 

Malhari 

Malahari 


Sakala 

Ramakriya 

Ramakriya 

Suddha 

Ramakriya 

Ramakriya 

RamakrT 

Ramakriye 



Lalita 

Lalita 

Lalita 

Lalita 

Lalita 


Lalita 


Salariganata 








Varali 

Varali 

Suddha Varali 

Varali 

Varali 

Varali 



Kambhoji 

KambodT 


Kambhoji 

Kambhoji 

Kambhoji 



Gaula 

Pancaka 




Gaula 

Gaula 



Bharigala 

Barigala 

Barigala 

Barigala 

Barigali 




Gurija 








Bhairavi - 2 

Bhairavi 

Bhairava 

Bhairava 

Bhairavi 

Bhairavi 



A(Sa?)rariga 

Sarariga 




Sarariga 

Salaga 


Gujjari 

GhurjarT 

GhurjarT 

GhurjarT 

GujjarT 

Gujjari 

Gujjari 
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Megharanji 

Megharanji 

Megharanji 

Megharanj 

i 

Megharanji 

Megharanjini 



Velavali 

VelahurT 

Velahuri 

Velavud 





Citravelavali 








Malavi 

Malava 

Malava 

Malava 


Malavi 

Malavi 


SrT 

Sri 

Sri 

Sri 

SrT 


SrT 


Gundakriya 

Gundakriya 


Gundakriy 

a 

GundakrT 

Gundakriya 

Gundakriya 


Kausika 

Kausika 


KausT 





Devakriya 

Devakriya 

Devakriya 

Devakriya 





Madhyamava 

ti 








Todi 

Todi 

Tondi 

Todi 


Todi 



Avanata 









Aharl 

Aharl 

Aharl 

Ahari 

Ahari 




Baud 

Baud 

Baud 


Bhouli 




Gaud 

Gaud 

Gaud 


Gauli 








Kalyani 


Kal; 


Kurunji 

Kurunji 

Kurunji 

Kurunji 

Kurunji 





Mukhari 



Mukhari 








Maravi 








Namakriya 







PahadT 

Padi 
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Badapancara 

? 

Padamanjara 

Phadamanjari 

Ragapanja 

ra 

Phalamanjari 

Phalamanjari 








Purvi 





Saveri 



Saveri 








Sarikarabhar 

ana 








Saurastra 

Saurastra 



Vasanta 


Vasanta 

Vata? 

Vasanta 

Vasanta 







Megha 




Bhupali 

Bhupala 

Bhupala 

Bhupali 


Bhupali 




Devagandhari 




Devagandha 

ri 

Devagandhari 



Marigala 

Kaisiki 


Marigala 

Kausika 





N a ray an! 


NarayanT 

NaranT 


Narayani 



HindoIT 








BhallatT 


BhallatT 

BhullatT 





Mahuri 


Mahuri 







RTtigauli 








Chayagauli 








Bilahari 








MalavasrT 









Karnataga 

ula 
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Andhali 



Arabhi 










Salagabhauli 


Devagandhari 


Sahkarabhara 


Sindhuramakri 


Devagupti 


Arabhi 


Hindola 

Vasanta 


Vasanta 


Samanta 



Ananda 

Bhairavi 


4.7 List of musical references in Sri Purandara Dasa’s Compositions 


Instrument: 


SI Composition 


Type 


Detail 


1 Anganeyarella Neredu Pada 


Tittiri, Mouri, Tala, 
Dandige, Maddale, 
Sarikha, 


2 Adidano Ranga 


Pada 


Maddale 
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Adbhutadindali 



3 

Adaddella Olite 

Pada 

Dandige 

4 

OllitT Sakuna 

Phalavindemage 

Pada 

Bheri, Sarikha, Ghanta 

5 

Kanakadasana Mele 

Daya 

Pada 

Kinnari, Venu 

6 

Karunabdhi NTnante 

Pada 

Kolalu 

7 

Kunidado Krsna 

Kunidado 


Poiigolalali 

8 

Kelano Hari Talano 


TambGri, Kombu, Kolalu 

7 

Kodabahude Magala 

Pada 

Kolalu 

8 

Kolalanudutta Banda 

Pada 

Kolalu 

9 

Gokuladolagorva 

Rakendumukhi Tanu 

Pada 

Kolalu 

10 

Candracuda Siva 

Sankara 

Pada 

VTneya Ganava 

11 

Jaya Jaya Sri Rama 

Namo 

Pada 

Tuttri, Porigolalu 

12 

Dangurava Sari Hariya 

Pada 

Dangura, Jagate 

13 

Tirupati Venkata 

Ramana 

Pada 

Kolalu 

14 

Tutturu Turendu Battlsa 

Ragagalanu 

Pada 

Kolalu 

15 

Dhuparatiya Noduva 

Pada 

Maddale, Jhagate, Tala, 
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Banni 


Dundubhi, Bheri, Sarikha 

16 

Dhuparatiya Noduva 

Banni 332 

Pada 

Tala, Dandige, Bheri, 

Maddale, Vine, Kinnari, 

‘Sada Panca’ Ghante, 

Jhagateya 

17 

Nandanandana Baro 

Pada 

Kolalu, Mrdanga, Tala 

18 

Nambi Bhajisiro Janaru 

Pada 

Kombu, Kolalu, Jekke, 

Dhakke, Bhobhali 

19 

Nalinajanda Taleyadugi 

Pada 

Kolalu, Bheri, Dundubhi, 

Venu 

20 

Ninnadu Ninage Barisi 

Pada 

Dandige 

21 

Nodu Nodu Verikatesa 

Pada 

Dangura 

22 

Brahmananendare 

Brahmana Tilidava 

Pada 

Nagasvara 

23 

Mandaradharanu 

Govinda 

Pada 

Kombu, Kolalu 

24 

Madida Yenna 

PhakTranu 

Pada 

Tamburi 

25 

Yakenna Yebbiside 

Pada 

Noubattu, Nagari, Bheri, 

Tala, Maddala, Dundubhi 

26 

Yare Bandavaru Manege 

Pada 

Kombu Kolalu 

27 

Ranga Kolalanudalagi 

Pada 

Kolalu 


332 There are two Pada-s with the same Sahitya for Pallavi - ‘Dhuparatiya Noduva Banni Namma 
Gopalakrsna Devara Pujeya’ 
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28 

Venunada Baro 

Pada 

Venu 

29 

Slkkidanele Jana Sri 

Venugopala 

Pada 

Kolalu 

30 

Sundara Muruti Mukhya 

Prana 

Pada 

Vine 

31 

Sullu Nammallillavayya 

Pada 

Maddale 

32 

Hodi Nagari Mele Kayya 

Pada 

Nagari 

33 

Huyyo Dangura Jaga 

Pada 

Dangura 

34 

Tamburi Meetidava 

Ugabhoga 

Tamburi, Tala 

35 

Mudha Ballane Gnana 

Drdhabhaktiya 

Ugabhoga 

Vine 

36 

Ariguta Maturavemba 

Suladi 

Kolalu 

37 

Acyuta Sulida Yenna 

Kannamundeyavva 

Suladi 

Kombu, Kolalu, Tittiri, 

Mavuri 

38 

Kadaga Karikana Kattiya 

Suladi 

Kombu, Kolalu,Tutturi , 

Mauri 

39 

Kinnara Kimpurusaru 

Suladi 

Kombu, Kolalu, Kinnari, 

Tutturi, Mauri 

40 

Kelavaru Kendavariya 

Hasi 

Suladi 

Kombu, Kolalu, Tittiri, 

Mauri 

41 

Galabhe Ideno 

Bommadigala 

Suladi 

Maddale, Tala 

42 

Mani Mouli Molle 

Malligeya Dande 

Suladi 

Kombu Kolalu Tutturi 

Mauri 
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43 

Jagadutpatti Sthiti Laya 

Suladi 

Tittiri Mauri Kambu Kolalu 

44 

Kombu Kolalugala 

Suladi 

Kombu, Kolalu, Tittiri, 

Maddale 


Jati: 


SI 

No 

Composition 

Type 

Detail 


Anganeyarella Neredu 

Pada 

Tathai Tathai Tha 


Adidano Ranga 

Adbhutadindali 

Pada 

Jhamtuta Takadhimi 

Tadhiiiginatom, 

Takadhimi Tadhike 

7 

Odi Barayya Vaikuntha 

Pati 

Pada 

Dhimi Dhimi Dhimike 

10 

Kande Na Kanasinali 

Pada 

Dhim Dhimi Dhimike 

11 

Kande Na Udupia 

Krsnarayanna 

Pada 

Dhim Dhimi Dhimike 

12 

Kadava Muccidalidako 

Pada 

Dhim Dhimi Dhimike 


Kunidado Krsna 

Kunidado 

Pada 

Dhigidhiditangina 

tangina thaka 

thakkadhimi, Jhem 

Jhem Jhem, Jhunam 

Jhunam Jhum Ki 

tatakitakita 

Tonginato Dhimi 

Toriginato Dhimi 

Torigina, Tohkini 


234 






Chapter 4 


Musical Compositions of the Vijayanagara Period 





Tomhiri Tomtari 

Tarigita Takkita 

Tarigita Takkita, 

Dhimikita Dhimikita 

Tadhikuta Dhikutam 

taddathai 

8 

Candava Nodire 

Pada 

Dhim Dhimi Dhimike 

9 

Tattata Dhimita Dhimike 

Yenuta 

Pada 

Tattata Dhimita 

Dhimike 


Dhuparatiya Noduva 

Banni 

Pada 

Taddhimi Dhimike 


Dhuparatiya Noduva 

Banni 333 

Pada 

Jhunuku Dhimiku 


Nandanandana Baro 

Pada 

Dhimi Dhimi Dhimi 

Dhimi Dhim Dhim 

19 

Baro Brahmadivandya 

Pada 

Dhigi Dhigi 


Rangayya Ninna 

Yarenendaro 

Pada 

Taka Kita Kita Taka 

Dhimike 

29 

SrTnivasananghri Seve 

Pada 

Dhimi Dhimi Dhimike 


Kelavaru Kendavariya 

Hasi 

Suladi 

Dhim Dhim Dhim 

Dhimike 


Galabhe Ideno 

Bommadigala 

Suladi 

Dhim Dhim Dhim, 

Tanda Tanna, Ta 

thai, Dhim Dhim 


333 There are two Pada-s with the same Sahitya for Pallavi - ‘Dhuparatiya Noduva Banni Namma 
Gopalakrsna Devara Pujeya’ 
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Dhimike, Dhim Dhim 
Dhimike 


General Musical references: 


SI 

No 

Composition 

Type 

Detail 

2 

Adidano Ranga 

Adbhutadindali 

Pada 

Padidavarige, 

Bharata Natyava 

Natise, Gana, Natya 

3 

Atana Paduve Anavarata 

Pada 

Paduve 

4 

Adi varahana Celuva 

Pada 

Gandharvara Gana 


Odi Barayya Vaikuntha 

Pati 


Sariglta Lola 

8 

Etta Podanamma 

Pada 

Kfrtane 

9 

Enenu Madidarenu 

Pada 

Ganalolanali 


Kunidado Krsna 

Kunidado 

Pada 

Panca Nataka 

Bheda 


Kelano Hari Talano 


Tala, Mela, Dhvani, 

Svara, Gana, Raga 

Bhava, Svara 

Gnana, 

Manodharma, Jati, 

Sariglta 


Gunavayitenna 

Bhavaroga 

Pada 

Kfrtane 
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Jaya Jaya Sri Rama 

Namo 


Otti Svaradi 


Dangurava Sari Hariya 


Hadi 

11 

Danavana Kondaddalla 

Kaniro 

Pada 

Ganavinodi 

12 

Dvarakapurada 

Candrananeyaru 

Pada 

Sariglta 

13 

Dharmaha Ekaha 

Sahayaha 

Pada 

KTrtane 


Nalinajanda Taleyadugi 

Pada 

Susvaravu 


Ninna Bhakutiyanu Biro 

Pada 

Ganavilola 


Nillabekayya Krsnayya 

NT 


Paduve 


Noduvude Kannu 

Pada 

Paduvude 

18 

Pantha Bedi Pranigalira 

Pada 

KTrtane 


Palisemma Muddu 

Sarade 

Pada 

SarigTta Gnana 

Vilasini 


Pillarigoviya Celva 

Krsnana 

Pada 

Paduva 

Ragaragadali 


Mandaradharanu 

Govinda 


Kombina Svaradali 

Aduta Paduta 

22 

Manmatha Janakana 

Mareta 

Pada 

Padada 

23 

Maddu Madalariye 

Pada 

Hadi Pado 
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Muddu Ramadevi 




Ranga Kolalanudalagi 


Sangita 

28 

Rangayya Ninna 

Yarenendaro 

Pada 

Gati, Tala, Mela 


Vidurana Bhagyavidu 

Pada 

Haduva 

30 

Srlnivasanu Banda 

Koneri Timmappa 

Pada 

Venugana Lola 


Srinivasa Nine Paliso 

Pada 

Gana Lola 

31 

Saddu Madalu Bedavo 

Pada 

SangTtavu Paduva 


Palisemma Muddu 

Sarade 

Pada 

Sangita Gana 

Vilasinl 


Harinama KTrtane 

Pada 

KIrtane 


Hege Meccisali Arcisali 

Ninna 

Pada 

Sangita KIrtane 

Paduvenendare 

Tumburu Naradaru 

Padutiharo Deva 


Hodi Nagari Mele Kayya 

Pada 

Ganalola 


Tamburi Meetidava 

Ugabhoga 

Gayana Padidava 

36 

Dhyanavu Krtayugadalli 

Ugabhoga 

KIrtane 


Ninnane Paduve 

Ugabhoga 

Paduve 


Madhukaravrtti Yennadu 

Ugabhoga 

Alapisutta, Olaga 

Maduvantha, 

Padutta 


Tala Beku Takka 

Ugabhoga 

Tala, Mela, Gana, 
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Melabeku 


Yati, Prasa, Gati 

37 

Hadidare Yennodeyana 

Ugabhoga 

Hadidare 


Ariguta Maturavemba 

Suladi 

Prabandha, Gita, 

Padidalu, 

Susvaravo, Sujatiyo 


Pralayodakadali 

Suladi 

‘Tutisuvalu’ followed 

by ‘Akara’ 


Kinnara Kimpurusaru 

Suladi 

Adi Padutire 


Hode Marala Kalita 

Suladi 

Paduva 


Kelavaru Kendavariya 

Hasi 

Suladi 

Mandara, 

Madhyama, Taraka, 

Aneka Ragagala 


Galabhe Ideno 

Bommadigala 

Suladi 

Pade 


Tayi Lakumi Tande 

Vithala 

Suladi 

Ninnane Paduve 


Alugala Pariya Alidane 

Balia 

Suladi 

‘Kubajeya Mane 

Etta’ followed by 

‘Akara’ 


Vyasarayara Carana 

Kamala 

Suladi 

Ganava Maduta 

Aduta Paduta 


Ondaparadhave Hari 

Hari 

Suladi 

Padutire 


Mukuti Sukhadolu 

Suladi 

Tamma Jatigalalli 

(?) 


239 





Chapter 4 


Musical Compositions of the Vijayanagara Period 





Samagayanavannu 


Sri Vibhuve Ninna 

Ghana 

Suladi 

‘Anuvinalli 

Mahattanadagisi A 

nuvade’ followed by 

‘Akara’ 
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Chapter 5 Laksana Granthas of the Vijayanagara Period 
5.1 Introduction 

The Vijayanagara Empire was the cradle of Karnataka Music as it is known today. 
Many important developments in Indian music took place in the region which was 
under the patronage of the Vijayanagara empire. Several Laksana grantha-s which 
were landmarks in the development of important musical concepts in Karnataka 
music were written during this period. Important musicological concepts like the Mela 
system, Tala-dasa-prana-s evolved during this period. 

As per the scope of this research, the musicological treatises taken up are those 
whose authors directly or indirectly pertain to the Royal Court of Vijayanagara and 
which were written between the time period of 1336 to 1565 AD. Of these, the 
TaladTpika by Sri Saluva Gopa Tippendra and Talakalabdhi by King Acyutaraya exist 
only in manuscript form and a detailed study of these has not been carried out 
earlier. The SangTtasara of Sri Vidyaranya has been studied with the help of a 
secondary source - SangTtasudhanidhi of SrT Govinda DTksita. The question of 
existence of a manuscript for this treatise (which is now not extant) is dealt with. 
Other treatises - the Kalanidhi commentary of Catura Kallinatha, SahgTtasGryodaya 
by SrT Bhandaru LaksmTnarayana, Natyacudamani of Astavadhana Somanarya, 
SahkTrtanalaksanamu by SrT Cinna Tirumalacarya and Svaramelakalanidhi of SrT 
Ramamatya have been examined for the musicological developments that had an 
impact on the evolution of Karnataka music in the Vijayanagara period. The treatise 
SangTtamuktavali mainly deals with dance and has been studied only with respect to 
developments in music. SrT Nijaguna Sivayogi’s Vivekacintamani has been taken up 
for study though it is not strictly a musicological treatise and cannot be associated 
with the Royal Court of Vijayanagara, as it contains important musicological 
information pertaining to the Vijayanagara period. 
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5.2 A brief overview of the Laksana Grantha-s 

5.2.1 SangTtasara 
5.2.1.11ntroduction 

The ‘SangTtasara’ by Sri Madhava Vidyaranya (1336 to 1386 A.D.) 334 , the Guru of 
the founders of the Vijayanagara empire, is chronologically the first musicological 
work of the Vijayanagara Empire. Though it is not available in manuscript form, the 
Mela and other concepts given in this work have been described by SrT Govinda 
DTksita in his musicological treatise called ‘SangTtasudha’ or ‘SarigTtasudhanidhi’ 
written in the early 17 th century. SrT Govinda DTksita was a versatile traditional 
scholar well-versed in advaita philosphy, a great benefactor and builder of temples 
and choultries. He was the prime minister to King Raghunatha Nayaka of Tanjore 335 . 

5.2.1.2 Sources of this work 

The following sources have been mentioned for this work: 

• Manuscript Sources - a manuscript in the Anup Sanskrit Library (formerly 
Maharaja’s Library), Bikaner 

• Secondary Sources - apart from SrT Govinda DTksita’s SangTtasudha, 
Abhinavabharatasarasangraha by Mummadi Cikka Bhupala (early 17 th 
century AD) and SangTtanarayana by Purusottama Misra (first half of 17 th 
century AD) have been mentioned as possible sources for the SangTtasara. 

A detailed search for the sources mentioned above was carried out which has been 
described in my paper ‘A search for the SangTtasara of Vidyaranya’ 336 . The result of 
this search can be summarised as follows: 


334 The Vijayanagara Empire was founded in 1336 A.D. 

335 Vide Tanjore as a Seat of Music’ by Dr. S. Seetha, p 368-369. 

336 My paper entitled ‘A search for SangTtasara of SrT Vidyaranya’ to be published in Samakalika 
Sangeetham Journal, April 2014. 
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• The single manuscript source -The catalogue of the Bikaner library by Dr. C. 
Kunhan Raja and Sri K. Madhava Krishna Sarma (Published by Maharaja 
Ganga Singh Ji Trust, Bikaner 1993), contains the following reference to this 
work: 


General 

No. 

Serial 

No. 

Work 

Author 

No. 

Of 

Folia 

Date 

Owner 

Remarks 

29 

187 

SangTtasara 


7 

Samvat 1663 

(A.D. 1506) 

written at 

Karnakundala 

Maharajakumar 

Sri Anupsinghji 

Injured 


However, a cross-mark was put against the entry. On enquiry and searching in 
the library with the help of the library officials, it was found that this manuscript is 
no longer available in the library. 

Another catalogue, Compiled by Sri Rajendra Lala Mitra in 1880 AD has the 
following entry which quotes the beginning and ending of the manuscript 

337 _ 

Beginning: Sa Sivah Patu yo Nityam GaurT Ca Snangasangata 
CarGdha HemavalITva Rajatam Rajatetaram 
Ca Loka Lokavyaparabharajarjaritatmanam 
Visramaya Krtam Ragnyam SangTtam Brahmana Pura 


337 Catalogue of Sanskrit Manuscripts in the library of His Highness the Maharaja of Bikaner’, 
Compiled by Rajendra Lala Mitra in 1880 AD. This catalogue entry was made available to me by Dr. 
N. Ramanathan and Mrs. Vidya Jayaraman. 
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End : -Syama 2 Anga 3 Sarita 4 Candra 5 Lacuma 6 Samana 7 Aciradita 

8 Nandita 9 Vispraha 10 Lalita 11 Padapurnita 12 Sphurita 13 
Evam RQpakalti SangTtasarah Samaptah| Samvat 1563| 

The beginning sloka-s can be translated as follows: 

This is a prayer to Siva accompanied by his consort Gauri. Music was created 
by Brahma in the past for the relaxation of Kings who tire themselves out in 
the affairs of the world. 

There is a clear implication that the composition was related to music or 
musicology. The words listed in the last sloka seem to refer to some 
musicological concepts which are not clear at present. 

• Of all the three musicological works examined - Sri Govinda DTksita’s 
SangTtasudha, Abhinavabharatasarasangraha by Mummadi Cikka BhGpala 
and SangTtanarayana by Purusottama Misra, it was found that only the first 
one quotes Sri Vidyaranya’s name in addition to the name of the work. The 
other two do not quote SrT Vidyaranya’s name but only the work ‘SangTtasara’. 
Further, the Mela system and other concepts mentioned in SangTtasudha are 
not described in the other two works. Hence, it was concluded that these two 
do not refer to SrT Vidyaranya’s work. 


5.2.1.3 Summary of concepts of SangTtasara as per SangTtasudha 

SrT Govinda Diksita describes the Mela system as propounded by SrT Vidyaranya as 

per the following sloka from the SangTtasudha (SS, 2, 412, 414): 

Karnatakasimhasanbhagya VidyaranyabhidhasrTcaranagranTbhyah 

Arabhya Ragan Pracuraprayogan Pancasatam Cakalaye Sadangan 
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Other than this, there are several instances where SrT Govinda DTksita quotes SrT 
Vidyaranya: 

• SahgTtasaram Samaveksya VidyaranyabhidhasrJcaranapranJtam (SS, 2, 406) 

• Evam Ca Samyak Pratipaditesu Vaggeyakaradi Gunavrajesu 

Dosamsca Tesam Pravadami VidyaranyabhidhasrTcarandpadistan (SS, 3, 35) 

• Kriyaparakhyasya Visesanasya NirOpitam SrTCaranaih Svarupam (SS, 3, 44) 

• Suganataya Dh vanimabhyupeta Syaddharana SrT Caranairnirukta (S S, 3, 47) 

• Hrdyena Yukto Dh vanina Sa Vidyaranyaryapadai Sugh ato Niruktah (SS, 3, 
48) 

• Visesanam Nirjavanam Yadetat Vivecitam SrTcaranairvisisya (SS, 3, 49) 

• NirOpita Gayakapahcabheda Yathakramam Gayakabodhahetoh 
SvarOpamesamiha Laksitanam SangTtasare VisadTkdam Ca (SS, 3, 56) 

• Acaksate Tam Rasikam Ca VidyaranyabhidhasrTcaranagraganyah (SS, 3, 58) 

SrT Vidyaranya’s work is the very first to describe the Mela system in the history of 
Karnataka music. 

This Mela system is discussed in my paper entitled ‘Sage Vidyaranya’s Contribution 
to the Melakarta System of Karnataka Music’. 338 

A summary of the Mela system is as follows: 

In this system, a group of Raga-s is called a Mela. There are totally fifteen Mela-s, 
and fifty Raga-s belong to them. 

The fifteen Mela-s as per this system are: 

338 My Paper presented the International Conference of the Indiranagar Sangeetha Sabha, 2008. 
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Natta, GurjarT, VaratT, SrT, BhairavT, Sahkarabharana, AharT, VasantabhairavT, 
Samanta, Kambodi, MukharT, Suddharamakriya, Kedaragaula, Hejjujji, DesaksT 

An overview of the assignment of the 50 Raga-s to these Mela-s is as follows 339 : 


SI 


No. of 


No. 

Vidyaranya’s Mela 

Raga-s 

Raga-s 

1 

Natta 

1 

Natta 

2 

GurjarT 

16 

GurjarT 

3 



Saurastra 

4 



MecabaulT 

5 



Chayagaula 

6 



Gundakriya 

7 



SalariganatT 

8 



Suddhavasanta 

9 



Nadaramakriya 

10 



Gaula 

11 



BaulT 

12 



Karnatabarigala 

13 



Lalita 

14 



MalaharT 

15 



Padi 

16 



Saveri 

17 



Revagupti 

18 

VaratT 

1 

VaratT 

19 

SrT 

9 

SrT 

20 



SalagabhairavT 

21 



Ghantarava 

22 



VelavalT 

23 



DevagandharT 

24 



RTtigaula 


339 1 am indebted to Dr. S. Seetha for the description of the Mela system of Sri Vidyaranya which is 
covered in her book ‘Tanjore as a Seat of Music', p 405-407 
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25 



MalavasrT 

26 



Madhyamadi 

27 



DhanasT 

28 

Bhairavi 

6 

Bhairavi 

29 



Jayantasena 

30 



Bhinnasadja 

31 



Hindolavasanta 

32 



Hindola 

33 



Bhupala 

34 

Sarikarabharana 

5 

Sarikarabharana 

35 



Arabhl 

36 



Purvagaula 

37 



NarayanT 

38 



NarayanadesaksT 

39 

Aharl 

2 

Aharl 

40 



Abh§rl 

41 

VasantabhairavT 

1 

VasantabhairavT 

42 

Samanta 

2 

Samanta 

43 



Kannadagaula 

44 

Kambodi 

1 

Kambodi 

45 

MukharT 

1 

MukharT 

46 

Suddharamakriya 

1 

Suddharamakriya 

47 

Kedaragaula 

2 

Kedaragaula 

48 



Narayanagaula 

49 

Hejjujji 

1 

Hejjujji 

50 

DesaksT 

1 

DesaksT 


For the Raga-s mentioned above, the SahgTtasudha describes the Graha, Amsa, 
Nyasa svara-s. Graha, Amsa, Nyasa have been described in earlier musciological 
works such as SahgTtaratnakara as the Laksana-s for Jati-s (SR, 1, 7, 29-30). 

Before describing the different Raga-s, SrT Govinda DTksita describes the various 
Anga-s of Ragalapana which are Aksiptika, Ragavardhini, Vidari, SthayT, 
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VartanT/Makarini, Nyasa. The different stages of Alapa can be briefly viewed as 
follows: 

• Aksiptika : The introduction of the Raga 

• Ragavardhini: Elaboration of the Raga. There could be more than one 
Ragavardhini, the first one having slow and simple phrases and the 
subsequent ones fast and complex phrases. The Ragavardhini-s are 
separated by Vidari-s. 

• Vidari: The demarcation for Ragavardhini. 

• Sthayi: The note around which Tana-s of the Raga are woven. 

• Vartani or Makarini: The Tana-s created around various notes, also called 
Makarini 

• Nyasa: Note on which Alapa ends 

For each of the fifty Raga-s, the Alapa procedure through different stages has been 
described very clearly in the SangTtasudha 340 . 

Apart from the Mela system, other details given in this work are: 

• Features of a Vaggeyakara (composer) 

• Features of a Gayaka (singer) 

• Types of Gayaka-s 

5.2.1.4 Significance of the work 

The Mela system propounded by SrT Vidyaranya presented a revolutionary concept 
in the grouping of Raga-s, as it laid the foundation of the Mela systems described by 
later musicologists. It has also been opined that SrT Vidyaranya’s system bears some 

340 For a detailed discusson of Alapa Laksana in SangTtasudha, see ‘Tanjore as a Seat of Music’ by 
Dr. S. Seetha, p 441-455 
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similarity to the Pan-Palai system of Tamil music. Also, some of the Raga-s 
mentioned are similar to Pan-s of Tamil music 341 . 

Some of the most significant features of this system can be summarized as follows: 

• This system signifies a change-over from the Grama system into the Mela 
system, as seen in the examples of the ancient Grama Raga-s Madhyamadi 
and Velavali both of which were linked to the SrT Raga Mela. 

• The characteristics of Jati - Graha, Amsa, Nyasa have been retained as the 
characteristics of Raga. 

• The Raga Alapa method of Aksiptika, Ragavardhini etc. mentioned in the 
SangTtasudha continued for several centuries after the work was written. 

• The Raga Hejjujji seems to suggest influence of other systems of music as it 
is derived from Persian/Arabic music 342 . 

• The influence of Laksya can be seen in the number of Raga-s in a Mela. 
GurjarT was equivalent to Malavagaula Mela of Ramamatya which was 
considered by him to be most suitable for composition. This has the maximum 
number of Raga-s in SrT Vidyaranya’s system. 

• Ancient Raga-s such as Saiikarabharana and Kambodi were classified as 
Mela-s. 

5.2.2 Kalanidhi commentary on the SaiigTta Ratnakara 
5.2.2.11ntroduction 

Catura Kallinatha was the musicologist who was under the patronage of the 
Vijayanagara King Devaraya II who reigned between 1425 AD to 1446 A.D. The 
‘Kalanidhi’ commentary by SrT Kallinatha on the famous work, the ‘SangTtaratnakara’ 
by Nihsanka Sarhgadeva, was written in 1450 AD 343 . It is considered as one of the 


341 Vide Dr. S. Ramanathan’s paper ‘ The Sangita Sara of Sri Vidyaranya’, Journal of Music Academy 
of Madras, Vol LI, 1980, p 57-70 

342 Vide ‘Karnataka Sangita Vahini’, p 63 

343 Vide Karnataka Sarigltavahini by Dr. R. Sathyanarayana, p 123. 
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most important commentaries written on this work as Catura Kallinatha has not only 
explained SrT Sarrtgadeva’s original sloka-s, but also in some instances, highlighted 
certain developments occuring in music in his time. These developments paved the 
way for revolutionary changes in music subsequently. 

5.2.2.2 Source of this work 

The SangTtaratnakara has been published (Edited by S. Subrahmanya Sastri and 
S. Sarada ) along with Catura Kallinatha’s commentary in 4 volumes by the Adyar 
Library and Research Centre, Chennai in 1992 has been referred to here 344 

5.2.2.3 Summary of the contemporary developments in the Kaianidhi 

The summary below focuses only on the contemporary developments mentioned in 
the Kaianidhi commentary. 

Svara and Sruti 

Samgadeva in his SangTtaratnakara has defined the concept of Sruti-jati-s which 
deal with the tonal qualities of musical notes and are named TTvra, Kumudvati 
etc.. These do not refer to graded pitches, though they are 22 in number. 
However, SrT Kallinatha has linked them to the 22 graded pitches or tonal 
intervals in an octave 345 346 . 

Raga-s 


344 Sarrigadevakrt SangTtaratnakara (‘SarasvatT’ Vyakhya aur Anuvadsahit) has also been published 
with Translation and commentary in 4 volumes in Hindi by Dr. Subhadra Chaudhary, Radha 
Publications, New Delhi in 2000 with subsequent revisions in 2006 and 2008. This source has been 
referred to here. 

345 Kallinatha’s commentary on SangTtaratnakara (SR,1, 3, 35-38) 

346 For a detailed discussion on Sruti-Jati-s, see Dr. N. Ramanathan’s paper, The concept of Sruti- 
Jati- s’, Journal of the Madras Music Academy, LI, 1980, p 99-112 
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• SrT Kallinatha mentions “Kamacarapravartana’ (flexibility according to 
one’s desire) in Desi Raga-s 347 . He also gives synonyms for some Raga-s 
popular during his time (Adhunaprasiddha Raga-s) 348 : 

o Bhupala - DombakrT 

o BhaulT- RamakrtT 

o Kedaragaula - Desavala 

o Malavagauda - Turuskagauda 

• The revolutionary changes happening in popular Desi Raga-s have been 
recorded for the Raga-s Madhyamadi, TodT, Ramakriya, Natta, DevakrT 
and SrTraga 349 . 

These are seen in the following lines which are part of Kallinatha’s 
commentary to the Second Chapter (Ragavivekadhyaya), Second (DvitTya) 
Prakarana, sloka 159. 

Tatra Virodhodbhavanaprakarastavat 

Gramadvyayajjatyadiparamparayotpannanametesam Raganam 
Madhyamasthasadjamadhyamasthanayoreva 
Tattanmurchanarambhapaksasrayane Sastravihite Sambhavatyapi 
Madhyamagramotpannanam MadhyamaditddTprabhrtTnam Ca 
Madhyamadhyamarambham Vihaya Madhyasadjasthana 
Evarambhotaksyate. L aksana viruddhataya 

Grahasvarayattotarasvarasadharananamabhavasca. Tricatuhsrutikatvena 
Gramadvayabhedakasya Pancamasyatopyatvena Prayujyamanasyapi 
Sarvaragesvekarupata. Kriyangaramakriyayam Madhyamasya 


347 Kallinatha’s commentary on Ragavivakadhyaya of Sarigitaratnakara, (SR, 2, 2, 2) 

348 ibid, (SR, 2,2, 18) 

349 Kallinatha’s commentary on Ragavivakadhyaya of Sarigitaratnakara, (SR, 2, 2, 159) 
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Pancamasrutidvyayakramanam Nattade vakrTprabhrtisu 
Rsabhadhaivatayorantarakakatyadimasrutidvayakramanena Pratyekam 
Pancasrutita Ca Sastravivaksita. Srirage Gandharanisadaydh madhyamasa 


Asastra vihitatrisrutitvakaranaydrardha vaisasam. Tatraiva 
Rsabhadhaivatayorgandharanisadadimasrutyakramanena Pratyekam 
Catuhsrutitvam 1 /a Sastravihitam. 

The developments seen in DesT Raga-s mentioned in the above passage can be 
summarized as: 

1. Upward movement of Svara-s with respect to Sruti Intervals:. 

a. Upward movement of ri and da to increase their sruti values (which 
could not be done according to musicological works earlier). This is 
seen in the Raga-s Natta and DevakrT where the ri and da take two 
sruti-s of Antara ga and Kakali Ni and become Pancasruti (having 5 
sruti-s). 

b. Three- sruti pa or Madhyamagrama pa loses a sruti and is renamed 
Vikrta ma. This can be also viewed as ma increases its sruti value by 
two sruti-s (which could not be done according to musicological works 
earlier). This is seen in the Raga Ramakriya where the ma increases 
by two sruti-s and becomes Pancasruti (having 5 sruti-s). 

2. Sruti Intervals : 

a. Two consecutive 3- sruti intervals were now permitted. This is seen in 
SrTraga in the intervals ni and sa, ga and ma. 

b. Minimum interval became 1- sruti (as seen in Sadharana Gandhara) 
and Antara Gandhara and the maximum became 6 sruti-s (as seen in 
the Madhyama of Ramakriya Raga) as against 2 and 4 earlier. 
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3. Change in Graha Svara: 

For the Madhyamagrama Raga-s Madhyamadi and TodT, the Graha 
svara changed from ma to sa. 

4. Change in Raga in Laksya with respect to Laksana 

For some raga-s, the Graha Svara, rasa-mapping, svara to be omitted, 
Janaka-Janya joining etc. changed in practical music with respect to 
what was defined in theory. These are seen in AndhalT, Karnatagauda 
and Hindbla. 


Prabandha-s 

1. ‘Suda’ has been defined by SrT Kallinatha as a ‘DesT (meaning ‘local’ here) 
language word which signifies a special set of GTta-s 350 . SrT Kallinatha also 
explains that in ‘Suddhapaddati’ in dance, the Suddha Prabandha-s can be 
sung with some flexibility in the Sudakrama (order of the Suda-s) 351 . 

2. SrT Kallinatha comments on the changes in the Salagasuda Prabandha 
Dhruva. He says that the prevalent types of ‘Dhruva’ do not seem to follow 
the count of Aksara-s in some cases and even the count of the Pada-s in 
some cases - these appear to be meant for please the audience (drstaphala) 
rather than achieving some intangible result like merit (punya-adrstaphala) 352 
This is a very important development recorded by him in the evolution of the 
Salagasuda Prabandha-s into the Suladi form which has been discussed in 
detail in the Chapter 4: Musical Compositions of Vijayanagara composers. 

3. The Ragakadamba Prabandha also seems to have flexible features as is 
seen in contemporary laksya. To illustrate this point, SrT Kallinatha gives 

350 Kallinatha’s commentary on Prabandhadhyaya of Sarigitaratnakara (SR, 4, 22) 

351 Kallinatha’s commentary on Nartanadhyaya of Sarigitaratnakara, (SR, 7, 1268) 

352 Kallinatha’s commentary on the Prabandadhyaya of Sarigitaratnakara (SR, 4, 343-345) 
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examples of some Ragakadamba Prabandha-s by the composer Sri Gopala 
Nayaka where 2 to 6 Anga-s have been used according the the composer’s 
wish. 

This is seen in the following lines in his commentary on Prabandadhyaya (SR, 
4, 255): 

Tathahi - Gopalanayakena GTtadvatrimsadragatalayuktagadyatmake 
Bhramarakhye Svastikabhede Ragakadambe 
Prathamasimhanandanatalabaddhe Mala vasri Pade 
Padatalavevddgrahadhruvaydrydjitaviti Dvayangatvam. Tatha Darpa 
natalayukte VelavalJpade Padabhavat Pancangata. DhannasJpadadisu 
Kvacidrudabhavat Pancangata. Itaresu Tu Sadahgatvamityaniyatangatvat 
Medinyadijatiman. 

Tala-s 

1. The concept of Ekakala-Dvikala-Catuskala, which involved repetition of a 
basic unit (Kala) two-fold was equated with the concept of Citra-Vartika- 
Daksina Marga-s, which involved the increase in span of a basic unit 
twofold 353 . Though this is seen even in the description of jati songs in 
BrhaddesT and SangTtaratnakara 354 , at a definition level, the SangTtaratnakara 
does not say this 355 . 

2. Apart from Tryasra, Caturasra, Khanda and SankTrna type of Tala-s, Sri 
Kallinatha mentions Misra as another category quoting the authority of 
Bharata 356 . 


353 Kallinatha’s commentary on the Taladhyaya of SangTtaratnakara (SR, 5, 45-46) 

354 The observation regarding this feature of Jati songs in Brhaddesi and SangTtaratnakara is an input 
from Dr. N. Ramanathan. 

355 As per the definitions of Marga in (SR, 5, 10-11) and Ekakala-Dvikala-Catuskala in (SR, 5, 19-20) 

356 Kallinatha’s commentary on the Taladhyaya of SangTtaratnakara (SR, 5, 42) 
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3. Laghu has been treated as the primary unit and Guru and Pluta have been 
defined in terms of Laghu. For the first time, Laghu is said to have a variable 
span of 4, 5 or 6 Aksara-s. The anomaly of Tala-s with the same structure but 
different names has been resolved by stating that their laghu-s have different 
spans. This has been mentioned as a special feature in Desi music, and not 
an aberration. This is seen in the following lines in SrT Kallinatha’s 
commentary on Taladhyaya (SR, 5, 237-238): 

Atra Yathasobhamiti Pa dam DehaUpradJpanyayena, Kakaksinyayena 
Vobhyato YdjanTyam. Tatra Yathasobham Laghvadimitayetyasya ayamarthah 
-Atra Sobhasabdena GTtavayavesu TaiavrttJnam Katasamyanibandhana 
Sahrdayahrdayahgamatdcyate. Tamanatikramyeti Yasm in GJtavayave 
Yavadaksaramitaya Matraya Kamsyataiakaiasamyam Bhavati, Tatra Marge 
Pahcaiaghvaksaroccaramita Matraniyatatvena Katitha. Kvacittu Tat dpi 
Nyunaya Caturiaghvaksaroccaramitaya Kaisamyam. Anyatra tu 
Tatopyadhikaya Sadiaghvaksaroccaramitaya. Yatra Yatha Sobha Bhavati 
Tamanatikramya. LaghvadiMitayeti (quote from original text) Adisabdena 
Gurupiutadruta Grhyante. Atraipagrahane Drutadlti Va Mahadgrahane 
Piutadlti Va Vaktavye LaghvadJti Vacanam DesJtaiesu 
Grahanamoksaydriaghore va Pradhanyadyotanartham. 

4. SrT Kallinatha has taken up the issue of a few sets of Tala-s which have 
different names but appear to be identical. He gives the examples of 
Jhantuka, AddatalT and Vaikunda which have two Druta-s and two Laghu-s 
each i.e. ooll. However, they are not identical in structure as their Laghu-s 
span 4, 5 and 6 Aksarakala-s each. He also quotes the examples of Darpana- 
Madana-Makaranda and Nihsaru-HamsalTla-Hamsa, DhenkT-Varnamantha, 
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Karuna-Amara, TribhangT-RatilTIa and other sets of Tala-s which apparently 
are identical but differ due to this feature of the Laghu 357 . 

5. Virama has been considered as a synonym of Viccheda (separator) and is 
always half of the ahga that precedes it. It is not an atiga on its own 358 . 

5.2.2.4 Significance of the work 

The contemporary developments mentioned by Kallinatha signify important 

developments in the i) Svara system ii) Raga-s iii) Prabandha-s and ii) Tala system. 

These paved the way for major changes in both these systems in the subsequent 

centuries. These can be summarized as follows: 

Changes in the Svara system : 

• The pa of the Madhyama grama moved back one position and acquired a new 
look as the Vikrta ma. Vikrti (deviation from its original position) of a svara was 
now only due to upward movement of the svara itself in the 22- sruti scale and 
not because of downward movement or some other svara moving with respect to 
it. 

• sa and pa became fixed and unalterable (Prakrti) 

• In two different Raga-s, the same pitch position (sruti value) could signify two 
different svara-s i.e. ‘Paryayatatva’ 359 for example, in the ninth position, a svara 
can be either Pancasruti Rsabha or Suddha Gandhara depending on whether the 
next svara is Gandhara or Madhyama. 

Association of Madhyama Grama Raga-s with Sadja Grama : 


357 ibid, SR, 5, 231 

358 Kallinatha’s commentary on the Taladhyaya of Sarigltaratnakara (SR, 5, 261) 

359 This concept has been referred to as ‘Paryayatatva’ by Dr. R Sathyanarayana in his ‘Karnataka 
Sangita Vahini’, p 143 
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• For certain Madhyama Grama Raga-s, changes in Laksya have been 
documented which indicate their new association with Sadja Grama since the 
Madhyama Grama was redundant. 

Changes in Prabandha-s : 

• For Salagasuda Prabandha-s and Ragakadamba, flexibility in certain features 
has been recorded. This is reflective of changes in Laksya which is seen in the 
evolution of the Suladi and other forms by the Vijayanagara composers. 

Changes in Tala system : 

• The 3 Marga-s Citra, Vartika and Daksina have been equated with Ekakala, 
Dvikala and Catuskala in definition. 

• Though the word Jati has not been used for Tala-s, the 5 Jati-s (including Misra) 
have been mentioned by name. 

• Variability of the span of a Laghu has been mentioned. This is a very important 
development in defining the Jati with respect to the length of a Laghu which was 
done by later musicologists. Contemporary changes in the structure of Tala-s 
have been documented which reflect the changes in the length of Laghu. 

5.2.3 TaladTpika 

5.2.3.1 Introduction 

TaladTpika is a work by SrT Saluva Gopa Tippendra or SrT Saluva Gopa Tippa 

Bhumipala, who was Viceroy under Devaraya II. He has an inscription dated 1474 

A.D. 360 , therefore this work must have been written around that time. 

This work has 3 sections - Margatala Viveka, DesTtala Viveka, Margatalaprastaradi 

NirGpanam. 


360 Vide Dr. V Raghavan’s ‘Later Sarigita Literature’, Sangit Natak Academy Bulletin 17, 1960, p 10 
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5.2.3.2 Source of this work 

This work is yet unpublished. A manuscript from Government Oriental Manuscript 
Library (GOML), Chennai, MS No. R770 is the source referred to here. This work 
has not been studied in detail and does not find mention except by name in earlier 
research publications. This is first attempt to study the work in detail and summarize 
the contents. 

5.2.3.3 Summary of this work 

This work describes the concept of ‘Tala-dasa-prana’ (ten vital aspects of Tala) and 
names each of the Prana-s for the first time in Indian musicological history. This can 
be seen in the following sloka occuring at the end of the first section - 
Margatalaviveka (as per TaladTpika GOML manuscript R770, Page 18): 

Kaiamargakriyahgani Graho Jatih Kala Layah / 

Yatih Prastarakasceti Taiaprana Daseritah I I 

In three sections of this work, each of the Prana-s is dealt with in detail. The 
summary of the three sections of this work has been given below. 

Margatalaviveka 

Kala 

The author starts with a definition of Tala which is identical to that in Bharata’s 
Natyasastra. This is followed by the description of Kala, which is again as per the 
Natyasastra. He then gives the definition of Tala as in the SangTtaratnakara. The 
classification of Tala-s into two types - Marga and DesT is given 361 . The five Marga 
Tala-s have been named - Catcatputa, Cacaputa, Satpitaputraka, Sampakvestaka 
and Udghatta 362 . 


361 TD p 2, Sloka ‘Tasmin Hi Gitam.Margagato Desi Gatasceti Dvidha Matah’ 

362 TD p 6, Sloka ‘Caturasra Tryasra.Putrakascayah’ 
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Kriya and Marga 

The Sasabda and Nisabda kriya-s as per the SangTtaratnakara are described 363 . The 
four Marga-s - Dhruva, Citra, Vartika and Daksina have been mentioned 364 . The 
Matra-s Dhruvaka, Sarpini, Krsna etc have been described in a way similar to the 
SangTtaratnakara. Their usage in the four Marga-s has been described 365 . The 
author seems to give some importance to Dhruva Marga. He says that even Bharata 
Muni has implicitly indicated this Marga, though he has not explicitly stated it. He 
also quotes ‘Cudamani’ 366 to mention another system of Marga-s Daksina , Vartika, 
Citratara and Citratama and Aticitratama 367 . Thus he quotes both the 
SangTtaratnakara and SangTtacudamani and describes the two sets of Marga given 
in both 368 . 


Aiiga 

The term ‘Ariga’ has been used for the first time in TaladTpika. 

The work mentions Bindu (Druta) and ‘Sardha’ (half of a Druta?) as the fifth and sixth 
‘Kala’-s. The mention of half a Druta (called Anudruta in later texts) is noteworthy. 
Here, Kala seems to be in used in the sense of Kriya 369 . This can be seen in the 
following sloka in TaladTpika (TD, Page 4) : 

Sapancame Kalam Bindum Sasthe Sardham Kalam Jagau 


363 ibid, Sloka-s ‘Tatradimasya Talasya.Visistasarvasabdanam Patasrigyapi Bhasyate’ 

364 ibid, Sloka ‘Dhruvascitrovartikasca.... Vartikestau Tu Daksine’ 

365 TD p 3, Sloka ‘ Astau Matra Dhruve.Krsna Pataka Patita Smrta’ 

366 As per Dr. V Raghavan’s ‘Later SarigTta Literature’, Sangit Natak Academy Bulletin 17, 1960, p 10, 
this refers to SarigTta Cudamani of King Pratapa (Jagadekamalla). 

367 TD, p 4, Sloka ‘Cudamane Prabandhetu.Citrataram Punah’ 

368 SangTtaratnakara lists the Marga-s Dhruva, Citra, Vartika and Daksina (SR, 5, lOcd) wheras 
SaiigTtacudamani lists the Marga-s Daksina, Vartika, Citra, Citratara, Citratama and Aticitratama is 
seen (SC, 16, 51-54 ab) 

369 There are probably some sloka-s missing in the ms. 
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Naitaccamatkrtikaram Matva Pancamasasthayoh 

It is however, puzzling to see only these Artga-s mentioned here and not Pluta, Guru 
and Laghu. 

Then the author underlines the importance of the Virama saying that though it has 
not been seen in the Caturmeru Prastara, its relevance is seen by wise people who 
can assess minute details 370 . The synonyms for Druta, Laghu, Guru, Pluta, 
Kakapada etc. have been mentioned. The symbols which are used in Prastara e.g. a 
line for Laghu etc. have been mentioned 371 . 

Jati 

Marga Tala-s are classified into Caturasra and Tryasra 372 . Catcatputa is the former 
and Cacaputa is the latter. Another bheda (type) of Tryasra is Satpitaputraka which 
is also known as Uttara and PancapanT. Sarhpakvestaka is born out of 
Satpitaputraka. Udghatta is another type of Tryasra. After describing the Kalavidhi 
(the Sasabda and Nisabda Kriya-s for Ekakala, Dvikala and Catuskala), the author 
talks about SahkTrna Tala-s which arise out of 5, 7, 9, 10 and 11 Kala-s. Khanda 
Tala-s arise out of break-up of Marga Tala-s and are classified as DesT Tala-s 373 . 
Though this approach is identical to that of the SangTtaratnakara, the term ‘Jati’ has 
been used to describe the above for the first time in this work. 

Kala 

Yathaksara, Dvikala and Catuskala are 3 forms of these Marga Tala-s 374 . The 
structure of the Tala-s in these 3 forms in terms of Pluta, Laghu and Guru have been 


370 TD, p 4 and 5, Sloka-s ‘Sa Pahcame Kalam Bindum.Prastarasyadadhastanah’ 

371 TD, p 17 Sloka ‘Pratyekam Paribhasikya.Dvautiryantau Tathaparau’ 

372 TD p 6, Sloka ‘Caturasra Tryasra....Cacaputabhidhah’ and p 14, Sloka-s ‘Adau 

Pancakala.Khandabhidascayah' 

373 TD p 16, Sloka-s ‘Gurvadyastalatam.Taddesesu Siddhitah’ 

374 TD p 6-9 Sloka-s ‘Yathaksarah Pragdvikalah.... Samarabhya Gurutryayam' 
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notated. Patakalavidhi (the attribution of Sasabda and Nisabda Kriya-s) in the three - 
Yathaksara, Dvikala and Ekakala for Marga Tala-s has been described. The other 
three forms of the Tryasra (Catcatputa) which have 24, 48 and 96 Guru-s 
respectively have also been given. This is followed by the description of Sasabda 
and Nisabda Kriya-s for each of the Tala-s in all the forms. As mentioned under Jati, 
SahkTrna Tala-s have been described. As mentioned under ‘Ahga’, Druta and 
‘Sardha’ (Ardha Druta or half of Druta?) have been mentioned as Kala-s for the 
Citratama and Aticitratama Marga-s. Here, they have been used in the sense of 
Kriya. 

Laya 

‘Laya’ has been defined as the Visranti (rest) after a Ghata (kriya). The 3 types of 
Laya - BhGta, Madhya and Vilambita have been defined in a similar way to the 
definitions in the SangTtaratnakara 375 . 

Yati 

‘Yati’ has been defined in terms of change of laya and the 3 types of Yati- Sama, 
Srotogata and Gopuccha have been described as in the SangTtaratnakara 376 . 

Graha 

‘Graha’ has been described as in SangTtaratnakara as Sama, AtTta, Anagata with 
respect to the melody starting with, before or after the Tala. The synonyms 
Samapani, Avapani and Uparipani have also been given for these 377 . 

DesTtala Viveka 

DesT Tala-s have generally developed without too many formal restrictions. In 
SangTtaratnakara, Sarngadeva has listed 120 Tala-s. In addition to describing these 

375 TD p 15 Sloka-s ‘Ghatvanantara Visranti.Bhed6 Margacatustaye’ 

376 TD p 15 Sloka-s ‘Sayatiry6....Madhyavilambitah’ 

377 TD p 15-16 Sloka-s Sloka-s ‘SamotTto.... Uparipaniranagatah’ 
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Tala-s, TaladTpika has some more to this list. In this section 378 , DesT Tala-s such as 
Ekatala, Drutasekhara, Adi, Anandavardhana, Candanihsaru, Laghusekhara, 
AntarkrTda etc. have been named. Their Laksana-s have been described with 
notation. For example, Ekatala is o, Drutasekhara is o’, Adi is I etc. Some of the 
Tala-s described such as Goparajakumara, Katharisaluva, Rajapaksisaluva appear 
to be the author’s creation as their names bear some similarity to the author’s name. 
It is significant to note that the Suladi Sapta Tala-s with their popular names (such as 
RDpaka) have been described by this work which eventually dominated the Tala 
syste of Karnataka music. 

Margatalaprastaradi Nirupanam. 

In this section 379 , the author has dealt with Tala Prastara and related concepts in 
great detail. He extensively quotes Hanuman (the son of Anjana) in this section, 
though it is unclear which work is being referred to. The following is a summary of 
the concepts described. 

Prastara: 

This stands for the break-up of the parts (Avayava-s) of a Tala. 

For example the Prastara-s of Guru are as follows: 

Since 1 Guru = 2 Laghu-s and 1 Laghu = 2 Druta-s, the following are the possible 
Prastara-s 

(Here S denotes Guru, I laghu and o Druta) 


378 TD p 19-46 

379 TD p 46-57 
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S 

I I 

o o I 
o I o 
I o o 

0 0 0 0 


Saiikhya: This is a row of numbers filled in cells. This serves two purposes: 

o The rightmost cell indicates the total number of Prastara-s. 

o Each cell indicates the number of Prastara-s ending with Guru, Laghu, 
Pluta etc. 

The Saiikhya for the Prastara in the above example is 


1 

2 

3 

6 


6 is the total number of Prastara-s. 3 indicates the Prastara-s ending with Druta, 2 
those ending with Laghu and 1 those ending with Guru. 


Nasta: If the number of a Prastara is known, the method of finding it’s structure is 
Nasta. 


For example, in the above mentioned Prastara-s for Guru, if the structure of the 3 rd 
Prastara has to be found, using the Nasta, we arrive at o o I. 

Uddista: This is the reverse of Nasta, i.e., if the structure of the Prastara is known, 
we can arrive at it’s number. 
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In the above example, if we know the structure I o o , we can find out using Uddista 
that it is the 5 th Prastara. 

Patala : This too is a row of cells filled with numbers. For any Tala Prastara-s, the 
total number of Druta-s, Laghu-s Guru-s and Pluta-s are known by the cells in 
Patala. 

Drutameru : This is a table of numbers constructed in a particular way. The columns 
represent the numbers of Prastara-s for a particular Avayava (given in the bottom of 
the column) with a certain number of Druta-s. 

For example: 


6 10 



2 

3 

1 

1 

1 

1 

1 

3 

4 

1 

1 

2 

2 

5 

0 

1 

ol 

S 

oS 


In the above Drutameru, there are 5 columns. Among these, the 1 st , 3 rd and 5 th 
columns are ‘odd’ and the 2 nd and 4 th ‘even’ columns. 

For the ‘even’ columns (i.e. those which represent the Prastara-s for the Avayava-s I 
and S), starting from the bottom row, 

The cell in the 1 st row gives no. of Prastara-s with 0 Druta-s 

The cell in the 2 nd row gives no. of Prastara-s with 2 Druta-s .... and so on 

For the ‘odd’ columns, starting from the bottom row, we get the no. of Prastara-s with 
1, 3, 5 Druta-s and so on. 
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Therefore, the Drutameru gives the Prastara-s with different numbers of Druta-s. 

The number on the top of every column gives the total number of Prastara-s for the 
Avayava, for example, ‘6’ on top of the 4 th column indicates the sum of the cells in 
that column = 1+3 + 2 totalling 6 Prastara-s for the Avayava ‘S’. 

Laghumeru, Gurumeru and Plutameru are similar in the sense that they give the 
respective number of Prastara-s for the different Avayava-s with varying numbers of 
Laghu, Guru, Pluta etc. 

5.2.3.4 Significance of the work 

The most important aspect of this work is that for the first time in Laksana history, the 
ten Prana-s or Dasa Prana-s have been clearly defined. It is significant that these 
have been defined at the end of the Marga Tala section and the majority of the Dasa 
Pra na-s are aligned to the Marga Tala-s. However, the Ariga Prana is related to DesT 
Tala-s because of the definition of Druta and half a Druta. VTrama has been given 
importance by the author perhaps based on contemporary Laksya. Ardhadruta (half 
of a Druta) also makes an appearance in the Aticitratama Marga as Kala. 

The author has listed 6 Marga-s referring to (SangTta?) CGdamani in addition to the 
SangTtaratnakara and Natyasastra, including Citratara and Citratama. 

In the DesT Tala section, the author lists many Tala-s, some of them created by him. 
This shows the profusion of DesT Tala-s in his time. 

5.2.4 SaiigTtamuktavali 
5.2.4.1 Introduction 

SangTtamuktavali is a work on mainly on dance composed by Devanacarya who 
adorned the court of Praudha Devaraya in the 15 th Century A.D 380 . 


380 Vide Introduction to Saiigitamuktavali by Sarasvati Mahal Library, Thanjavur, 1991, p xxiv 
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5.2.4.2 Source of this work 

This work has been published by Thanjavur Mahraja Serfoji’s Saraswati Mahal 
Library 381 . In addition to this publication, two manuscripts of this work from Saraswati 
Mahal Library have also been referred to 382 . 

5.2.4.3 Summary of this work 

This work is mainly on dance. From the purview of the topic of research, only the 
musical developments pertaining to the Vijayanagara period have been analysed. 
These pertain to the Tala concept and can be summarized as follows: 

The Marga-s Citratama, Citratara, Dhruva, Citra, Vartika and Daksina have been 
mentioned. The Matra-s and their allocation to various Marga-s as given in the 
SangTtaratnakara has been defined in this work. Apart from this, this treatise defines 
the Druta as Matra for Citratara and Anudruta for Citratama. Since Druta and 
Anudruta have been mentioned along with the Matra-s Dhruvaka, SarpinT etc. while 
detailing the Matra-s to be used in various Marga-s 383 , it can be inferred that Druta 
and Anudruta have been used here in the sense of hand actions. Therefore, there 
must be specific hand actions prescribed for the two Anga-s Druta and Anudruta as 
per this text. 

Other than the Tala features mentioned above, this work also describes music 
related to dance which includes musical compositions and musical accompaniment 
to dance. This has been discussed in detail in Chapter 6: References to music in 
Kannada literature, Inscriptions and Allied Arts of the Vijayanagara period. 

5.2.4.4 Significance of this work 

Though this work mainly pertains to dance, the Tala-related information mentioned in 
it, i.e. the mention of the Marga-s Citratama, Citratara etc. and the Anga-s Druta, 
Anudruta as Matra-s for these is very significant. The mention of Anudruta as an 

381 SaiigTtamuktavali by Thanjavur Maharaja Serfoji's Sarasvati Mahal Library, Thanjavur, 1991 

382 Ms No. B11513, 6646-13 

383 Vide SarigTtamuktavali (SM, p 111-113, 105-106) 
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Ahga shows its musicological validation in this period. It is also noteworthy that in the 
case of Anudruta and Druta, these have been categorized as ‘Matra-s’ which stand 
for hand actions. This implies that specific hand actions were allocated for these two 
Anga-s. This is a departure from the Marga system of the hand actions being 
independent of the Ahga, and different hand actions being assigned to a specific 
Ahga in different instances. 

The references to music related to dance also give valuable insight into the influence 
of dance on music and vice-versa in this period. 

5.2.5 SangTtasuryodaya 

5.2.5.11ntroduction 

This work was composed by the musicologist and dance teacher SrT Bhandaru(l?) 
LaksmTnarayana who was in the court of King Krsnadevaraya 384 . His introductory 
section mentions millitary campaigns of his patrons, which gives important historical 
data. It can be inferred from these that the work was composed between 1509-1529 
A.D. It comprises five chapters on Tala, Nrtta, Svara, Jati and Prabandha which will 
be summarized in the following sections. It does not deal with the topics of Raga-s 
and Vadya-s (musical instruments). It is surprising to see a section devoted to Jati-s 
though they had become obsolete at this point of time. The author devotes a large 
portion of the work to Nrtta as he was primarily a dance teacher. This work borrows 
heavily from the SangTtaratnakara and even copies many verses verbatim from it. 

5.2.5.2 Source of the work 

This work has been published by Indira Kala Sarigita Vidyalaya, Khairagarh. 385 That 
is the source taken up here. 


384 Vide Dr. R. Sathyanarayana’s article ‘Sarigita Suryodaya of Bhandaru Laksminarayana’ in Sangeet 
Natak Academy Journal, Vol XXXVI, No. 2, 2001, P 30-38 

385 Sarigita Suryodaya, Ed. Sri Kamataprasad Tripathi, Indira Kala Sangita Visvavidyalaya, Khairagah, 
1986 
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5.2.5.3 Summary of the work 

A summary of the various chapters of this work is given below. 

Taladhyaya 

In this Adhyaya, the author takes up both DesT Tala-s and Marga Tala-s. By the time 
this work was written, Marga Tala-s had lost their importance. However, many of the 
features of the Tala-s in earlier texts had been defined with respect to Marga Tala-s 
and these definitions are used by the author for the sake of continuity of tradition. 

The author first defines the Tala Dasa Prana-s (which appear to have been well- 
established by this time, as they had been defined in the earlier work, TaladTpika) 386 . 
He then takes up each Prana and describes it. What is interesting to note is that he 
starts with the description with respect to Marga Tala-s and then extends it to suit 
DesT Tala-s in keeping with contemporary trends. This approach could be attributed 
to the practices in Laksya during his time. Following is the gist of the information 
given regarding the Prana-s. 

1. Ariga 387 : The author names Anudruta, Druta, Laghu, Guru and Pluta as the 
different Ahga-s and mentions their representative symbols in notation. He 
also mentions Virama which has to be used in conjunction with Guru and 
Pluta. 388 Kakapada is also said to be four times that of Laghu. It is important 
to note that this is the first musicological work in the Vijayanagara period to 
mention Anudruta as an Anga. This is described in the following sloka in 
Taladhyaya (SSU, 1, 50): 

Pancaitani Samucyante Pratyekam Namapahcakaih/ 

Caturbhagascandrakala PadassTghrastvanudrute // 

386 Vide Taladhyaya of Sarigltasuryodaya (SSU, 1, 49) 

387 ibid, (SSU, 1, 60-65) 

388 Dr. R. Sathyanarayana mentions in his article that Anudruta replaces Virama. However, we find 
that both have been mentioned in the various Meru-s in Tala Prastara and in the Laksana-s of Tala-s. 
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2. Kala 389 : The author refers to the definition of this concept in the 
SangTtaratnakara. He extends the definition of five laghu aksara-s to Kala. (In 
SangTtaratnakara, five laghu aksara-s are equated to a Matra.) He says that 
this definition can be used to define all (Ahga-s) from Anudruta to Pluta. He 
does not elaborate much on this Prana as he says that SangTtaratnakara has 
a detailed description of it. 

3. Kriya 390 : As in the SangTtaratnakara, the author defines Nisabda and Sasabda 
Kriya-s which are meant for Marga Tala-s as: Avapa, Niskrama, Viksepa, 
Pravesa and Dhruva, Samya, Pata, Sannipata respectively. He also talks 
about the 8 Matrka-s which he says are the DesT Kriya-s - Dhruvaka, SarpinT, 
Krsna, PadminT, Visarjita, Viksipta, Pataka and Patita. With the help of these, 
he defines the actions for Guru, Pluta, Laghu, Druta, Anudruta and Virama. 

4. Marga 391 : In addition to the 4 Marga-s defined in the SangTtaratnakara - 
Dhruva, Citra, Vartika and Daksina, the author defines another - Ksipra. He 
justifies this inclusion by saying that it is common knowledge that there are 5 
Marga-s. Interestingly, he says that for these Marga-s, there are Ekakala, 
Dvikala and Catuskala forms which are used in Prabandha-s. He then 
proceeds to name the five basic Marga Tala-s Cancatputa, Cacaputa etc. and 
then give their structure. Marga is not defined for DesT Tala-s but only Marga 
Tala-s. 

5. Kala 392 : The Ekakala, Dvikala and Catuskala forms are described only for the 
five basic Marga Tala-s Cancatputa, Cacaputa etc. and not for DesT Tala-s. 

6. Laya 393 : The author defines Laya as the pause (Visranti) between Kriya-s. He 
goes on to describe Druta, Madhya and Vilambita Laya-s on the lines of the 

389 ibid (SSU, 1,65-72) 

390 ibid (SSU, 1,73-92) 

391 Vide Taladhyaya of Sarigltasuryodaya (SSU, 1,93-106) 

392 ibid (SSU, 1, 108-131) 
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definition in SangTtaratnakara wherein the pause increases two-fold from 
Druta to Vilambita. 

7. Yati 394 : This Prana has been defined exactly on the lines of the definition in 
SangTtaratnakara. The three types of Yati - Sama, Srotogata, Gopuccha have 
been defined. Sama is where the laya is constant, Srotogata is gradual 
decrease of laya and Gopuccha is gradual increase of laya. 

8. Graha 395 : This has been defined for the concept of start of Gita (melody) and 
Ghata relative to each other. If they start together, it is Sama. If Ghata is first, 
it is AtTta. If Ghata is later, than it is Anagata. This description is the same as 
that given by Kallinatha in his commentary on SangTtaratnakara. The author 
also says that the Graha-s different from Sama are called Visama. 

9. Jati 396 : This Prana is a concept which is not in SangTtaratnakara and has been 
introduced in TaladTpika for the first time. The author of SahgTtasGryodaya 
describes five Jati-s Caturasra, Tryasra, Khanda, Misra and SankTrna as 
those where the Kala is 4, 3, 5, 7 and 9 laghu aksara-s respectively. This is 
the first time that these Jati-s have been defined in this manner. Though 
TaladTpika mentions Jati as a Prana, only Tryasra and Caturasra have been 
mentioned as varieties of Tala-s in that work. The author states that this is 
defined for DesT Tala-s. The description of the Jati-s is in the following sloka-s 
in the Taladhyaya (SSU, 1, 151-155): 

[Tatra] Jatipradhanatvad Vaksyante Jatayah Prthak / 

Catudaghvak saroccara Kalah Syaccaturasrakah I I 

Trilaghvaksarakald Yastryasra ItyabhidhTyate / 

393 ibid (SSU, 1, 132-136) 

394 ibid (SSU, 1, 137-141) 

395 ibid (SSU, 1, 142-147) 

396 ibid (SSU, 1, 148-155) 
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Pahcabhir/aghuvarnastu Khandah Procyate Tatha // 

Saptabhirtaghuvarnestu Misra Ityucyate Laghuh / 

Navabhirtaghuvarnestu SankJrnah Kathy ate Laghuh I I 

10. Prastara 397 : This Prana has been dealt with in great detail. As in the 

SangTtaratnakara, Sahkhya, Nasta, Uddista and Patala have been described. 
In addition to the Prastara-s mentioned in the SangTtaratnakara and 
TaladTpika, the Anudruta has been included in the various tables (Meru-s). 
Prastara has also been given for Virama. 

After dealing with the 10 Prana-s in detail, the author then lists DesT Tala-s. He lists 
and describes 120 DesT Tala-s Adi, DvitTya, TritTya, Caturtha, Pancama, Darpana 
etc. 398 . After this, he gives the laksana-s of another set of 121 tala-s which are his 
own creation - Alarhkara, KulTna, Mahendra, Pariparsvaka, Kamala, Kumuda etc. 399 . 
It is interesting to note that in the first set, we find Virama but not Anudruta. In the 
second set, both Anudruta and Virama are used. Another striking feature is that the 
different Jati-s of Laghu -Tryasra, Caturasra, Misra etc. have been mentioned in the 
second set of Tala-s. 

Nrttadhyaya 

This chapter is a recast of the Nartana Adhyaya of the SangTtaratnakara. Since the 
major portion of this Adhyaya deals with dance, which is outside the scope of this 
thesis, it shall not be taken up here. However, the musical aspects related to dance 
have been covered up in Chapter 6: Reflections of Music in Kannada Literature, 
Kannada Inscriptions and Allied Arts. 

Svaradhyaya 

397 Vide Taladhyaya of Sarigltasuryodaya (SSU, 1, 156-426) 

398 ibid (SSU, 1,427-502) 

399 ibid (SSU, 1,427-575) 
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This chapter draws heavily from Svaragatadhyaya and PrakTrnadhyaya of the 
SangTtaratnakara. The author starts by saying that svara-s are born from Sruti-s, 
from Svara-s Grama-s are born, from Grama-s Jati-s are born and Raga-s from Jati- 
s. He goes on to give a brief description of the demonstration of 22 sruti-s with the 
help of Dhruva and Cala VTna-s as given in the SR. He then proceeds to give names 
to the 22 sruti-s in each of the 3 registers- Mandra, Madhya and Tara. The next is 
the pitch positions of the various svara-s in the 22 sruti scale. This is followed by a 
description of Vikrti svara-s as per Kakali Sadharana and Kaisiki Sadharana given in 
the SangTtaratnakara. Interestingly, none of the developments mentioned by 
Kallinatha such as Paryayatatva and Pratinidhitatva 400 have been referred to here. 
The author sticks to the same concepts for Vikrititatva as given in the 
SangTtaratnakara. The author lists the Murchana-s of Sadjagrama and Madhyama 
Grama just like in the SangTtaratnakara. He also lists the Murchana-s of Gandhara 
Grama. He describes the concepts of Nasta, Uddista, Sankhya and Khanda Meru 
similar to the SangTtaratnakara for computations of Tana-s of these Murchana-s. The 
four Varna-s - SthayT, ArohT, AvarohT and SancarT and the Alankara-s associated with 
them are given - they are exactly the same as in SangTtaratnakara except for a new 
‘Gatravarna’ Alankara which is based on ArohT Varna. The author’s description of 
Vaggeyakara-s (those who composed music with lyrics) and classification into 
Uttama, Madhyama and Adhama is very similar to that of the SangTtaratnakara in the 
PrakTrna Adhyaya. This is followed by the classification of Gayaka-s (singers) which 
is again very much alike that given in the PrakTrna Adhyaya of the SangTtaratnakara. 
After this is a section on Sthaya-s which is almost a verbatim reproduction of the 
same in SangTtaratnakara. 

The descriptions of the concepts covered in this chapter are quite similar to those in 
the SangTtaratnakara. It is a little surprising that the author does not touch upon any 


400 These are terms used by Dr. R. Sathyanarayana in ‘Karnataka Sangita Vahini’. For an explanation 
of these, please see earlier section on the Kalanidhi commentary by Kallinatha. 
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of the developments seen much earlier in Kallinatha’s time in the Vikrta svara-s. He 
also dwells upon the Grama-Murchana system at great length, even covering the 
Gandhara Grama which had become obsolete even by Sarngadeva’s time. It shows 
an inclination on the part of the author to align himself to earlier laksana tradition. 

Jatyadhyaya 

This chapter is a conceptual reproduction of the Jati Prakarana of the 
SangTtaratnakara. The author starts off by saying that Jati-s are the parent of Raga- 
s. He then lists the eighteen Jati-s, Sadji, Arsabhi etc., and then describes Suddha 
and SankTrna Jati-s. He then describes the conditions under which Vikrtatva occurs. 
After that, he talks about how SankTrna Jati-s are born out of other Jati-s. Then 
follows a description of which Jati-s are always SarhpGrna and which can take 
Sadava and Auduva forms. After this, the author describes Svara Sadharana in the 
various Jati-s. This is followed by a mention of which Jati-s have only one Arhsa 
svara, which have two and so on. The last section of this chapter is a detailed 
description of the thirteen laksana-s of Jati-s - Graha, Arhsa, Tara etc. 

Prabandhadhyaya 

The author defines Gita as a pleasing group of notes (Ranjaka svara samGha) and 
says that some are of the opinion that Gita and Dhatu mean the same thing. 

However, wise men say that Gita is born out of both Dhatu and Matu. He defines 
Prabandha as that which is bound by Dhatu-s starting from Dhruva and decorated by 
Anga-s like VidarT, Pada, Biruda etc. He then describes the three types of 
Prabandha-s - SGda, Ali and ViprakTrna on the lines of the SangTtaratnakara. He 
then lists out the different types of Dhatu-s and Anga-s associated with Prabandha-s 
and describes them. The different Jati-s of Prabandha-s MedinT, NandinT etc. are 
then taken up. The author then describes the ten Prana-s Samana, Alpaksara etc. 
associated with the Ela Prabandha. Then come the descriptions of the different types 
of Ela - Gana, Matra, Varna and Desa. This is followed by descriptions of other SGda 
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Prabandhas-s such as Karana, DherikT etc. After this come the descriptions of Ali, 
ViprakTrna and Salaga SGda Prabandha-s which is exactly on the lines of the 
corresponding descriptions in SangTtaratnakara. This section of the chapter is almost 
a replica of the Prabandhadhyaya of the SangTtaratnakara, with many sloka-s being 
copied verbatim. 

However, there are new additions in the SangTtasGryodaya after this. A section called 
‘TuruskadesTya Prabandhah’ is given where new types of Prabandha-s such as 
KoulG (Khayal?) Gajalu (Ghazal?) etc. which are stated to be forms which have 
come into Indian music due to Muslim influence 401 . This is a unique contribution of 
the author wherein he has tried to document forms based on contemporary 
Laksya. 402 

5.2.5.4 Significance of the work 

The author is generally stuck to tradition in delineating many of the concepts. In that 
sense, there is no original contribution from him in the chapters on Nrtta, Jati-s and 
much of Prabandha. However, in the Tala chapter, there are some significant 
developments described by him which are: 

1) Virama and Anudruta have both been mentioned as Ahga-s. This is the first 
time that Anudruta has been mentioned as an Atiga in a musicological work of 
the Vijayanagara period. This has been used in the laksana-s of Tala-s and 
also in Prastara and related Meru-s. Kriya-s for Anudruta and Virama have 
also been described. 

2) A new Marga - Ksipra has been described, in addition to the four given in 
SangTtaratnakara. 


401 Vide Prabandhadhyaya of Sarigltasuryodaya (SSU, 5, 591 -641) 

402 According to the musicological work Nartananirnaya, these Prabandha-s are used in JakkadT 
Nrtya. See the Chapter 6: References to Music in Allied Arts and Inscriptions for details 
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3) Clear definitions for the five Jati-s Caturasra, Tryasra, Misra, Khanda and 
SaiikTrna have been given for a span of 4, 3, 7, 5 and 9 laghu aksara-s. The 
Jati-s have been associated with DesTTala-s. These Jati-s have been used in 
the laksana of Tala-s. 

The other original contribution by the author of this work is in the chapter on 
Prabandha-s, where he mentions new forms in contemporary laksya such as Koulu 
(Khayal?) and Gajalu (Ghazal?) which have come into Indian music due to Muslim 
influence. 

5.2.6 SankTrtanalaksanamu 
5.2.6.11ntroduction 

This work which is in Telugu has been composed by Cinna Tirumalacarya, the 
grandson of Tallapaka Annamacarya and the son of Pedda Tirumalacarya who 
passed away in 1553 A.D. The work was written in Pedda Tirumalacarya’s lifetime. 

From the verse 15 in this work, it is known that Annamacarya had composed a work 
called SankTrtanalaksanamu in Sarhskrta, with a commentary by Pedda 
Tirumalacarya also in Sarhskrta. Cinna Tirumalacarya wrote the Telugu 
SankTrtanalaksanamu with the approval of his father. It followed the 
SankTrtanalaksanamu in Sarhskrta. 403 It is a small work of 71 verses and 25 prose 
liages dealing with hymnody. 

5.2.6.2 Source of the Work 

The Telugu SankTrtana Laksanamu has been Edited by Dr. Salva Krishnamurthy and 
Published under the title Tunes of Divinity’ by the Institute of Asian Studies, Madras 
in 1990. This is the source referred to here. 

5.2.6.3 Summary of the Work 


403 Vide Tunes of Divinity’ Institute of Asian Studies, Ed. Dr. Salva Krishnamurthy, Madras, 1990, p I 
of Introduction. 
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A brief summary of this work is as follows. 

Tallapaka Annamacarya’s verses are great examples of ‘Padakavita’ - the poetry in 
the form of ‘Pada’. Many benefits are said to be associated with the padam-s such 
as eradication of sins. Annamacarya is said to have defined the characteristic 
regulations of the Padam codified in works like the Natyasastra. 

In this work, the great Padam tradition called SahkTrtanam is described. The author 
says that the Padam is spoken of in the chapter on Prabandha in the 
SangTtaratnakara, described under ‘Desaila’ in SangTtacandrika, SangTtacudamani 
and SangTtasudha. In the Natyasastra, the Padam has been taken up under various 
heads such as Vrtta, CGrna and Nibandhaka. 

The metrics of Padakavita are said to be very important. It is also said that the 
composer of a Krti should include Alankara (beautification) and Camatkara(magical 
expression). Good poetry is said to be in line with tradition. 

The Padam has been defined thus : As per it’s literal meaning, it can be a noun or a 
verb. The other meaning is that it can be an Avyaya (a 4 line Vrtta) which is ‘dhatu’ 
or melody or an AvyayT meaning the entire song, with Dhatu and Matu put together. 

In Ayurveda, Vata, Pitta and Kapha are the 3 elements (Dhatu-s) which cause the 
gross human body. Similarly, Vrtta-s are called Dhatu-s which originate the Padam, 
as per prominent sages like Bharata. 

Padam can be in Sanskrit, Prakrt or any regional language. In it, Yati-s and Prasa-s 
are to be observed as in poetry (Padya). Here, Yati has different meanings: the first 
one stands for assonance, the second one for respite in singing at certain points, 
and the third one for variation in Laya. (Different types of Yati are described under 
the section on TD). Prasa stands for alliteration. Desaila composed in any of the 
languages Karnata, Dravida, Andhra, Lata, Gauda etc. are mentioned in musical 
Laksana grantha-s under different names. 


276 




Chapter 5 


Laksana Granthas of the Vijayanagara Period 


The Padam is present in diverse varieties as Vrttapadam, Nibandhapadam and 
CGrnapadam. The first stands for a close knit composition of a stanza of 4 lines. The 
second stands for a composition prosodically framed in or bound. The third stands 
for a composition where there is no regulation of Guru and Laghu, no regulation with 
respect to the number of letters and not bound in a stanza but composed of letters 
expressive of a certain sentiment. 

The Vrttajati (class of Vrtta) has 3 categories - Sama, Visama and Ardhasama Vrtta- 
s. Sama Vrtta-s are those where all 4 lines run in a uniformly identical way. 
Ardhasama Vrtta-s are those where the even numbered lines are composed in a 
certain way and the odd-numbered lines in another way. Visama Vrtta-s are those 
where each of the 4 lines is different. Sama and Ardhasama Padam-s are similar to 
Vrtta-s of these names but are bound by Tala. 

Nibandha Padam-s have Yati, Prasa, words following Matra Gana-s (metrical 
syllable units), have association of a Tala, are meaningful and beautiful in creation. 
Yati is defined here as assonance and Prasa as the second letter of all 4 lines being 
the same. 

A Matra is Laghu, 2 Matra-s are a Guru, 3 become a Pluta and 14 is a Druta. 
Measuring time with Tala kriya is Tala and is of two types - Marga and DesT. This is 
as per Bharata. 

In a Nibandhapadam, the Dhatu-s are described as Udgraha (the starting), Melapa 
(the second stage), the Dhruva (the third stage), the Antara (the fourth stage) and 
Abhoga (the conclusion). It is to be noted that the Antara comes only in Salagasuda- 
s as per the SR. The word ‘Pallavi’ is used to represent the refrain that correlates the 
meaning of the Padam-s into a single theme, and is repeated again and again at the 
end of the Padam-s. 


The work further discusses Padam-s of different varieties: with 4, 3, 2 and 1 Dhatu(- 
s) as well as Sikhapadam, Astapada, Padamalika, Sarabhapadam, Muktaka and 
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Kulaka, Daruvulu etc. are enumerated. Colloquialisms, proverbs, idioms and 
language are described. DesTpadam is extolled. Adhyatma SaiikTrtana-s are defined. 

5.2.6.4 Significance of the Work 

Since this work is a Telugu version of Annamacarya’s Sanskrit work by the same 
name, it represents his views about Padam-s. This work in Telugu is based on the 
original Sarhskrta work by the same name by Sri Annamacarya and therefore can be 
taken to represent the views of Sri Annamacarya who is hailed as SankTrtana 
Pitamaha and Padakavita Pitamaha, i.e., the originator of SankTrtana and Padam. 

For the first time, musicological authorities right from the Natyasastra of Bharata, 
Sarrigadeva’s SangTtaratnakara, Sangltacudamani, SahgTtacandrika and 
Haripaladeva’s SangTtasudhakara have been quoted in order to explain the concept 
of a ‘Padam’. It is equated to Desaila Prabandha, a variety of Ela, and the different 
features of the Padam such as metrical structure, language used etc. are described. 
The different varieties of Padams such as Astapadapadam, Padamalika, 
Sarabhapadam etc. are touched upon. It is apparent that this work heavily draws 
from contemporary Laksya 404 . The concept of ‘Pallavi’ has been described for the 
first time in this work , leading to understanding of the evolution of ‘Pallavi’ from 
‘Pallava’ of Ela Prabandha. Since the composition type called Krti/KTrtana /Pada 
which followed the Pallavi -Anupallavi-Carana format became the most prominent 
composition type, almost completely replacing the earlier varieties of Prabandha, the 
elucidation of Pallavi in this work is of great importance. The systematic study of 
different varieties of Padam can be carried out easily by correlating the descriptions 
of different varieties of Padam-s given to the compositions of the Tallapaka 
composers. 


404 In Chapter 4: Musical Compositions of the Vijayanagara Period, many examples of the Padam-s 
composed by the Tallapakam composers in line with this work have been quoted. 
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5.2.7 Svaramelakalanidhi 
5.2.7.11ntroduction 

This work was written at the behest of King Rama Raja (Aliya Rama Raya, the son- 
in-law of Krsnadeva Raya) by Sri Ramamatya, his minister in August, 1550 A.D.. SrT 
Ramamatya was also an excellent musician and composer of many musical works 
such as EIA, Ragakadamba, Sudaka. 405 This work deals primararily with Raga-s 
and does not cover Tala-s and Prabandha-s. It takes up the Mela system and 
describes the the classification of Raga-s and the different Suddha and Vikrta svara- 
s constituting the Mela-s. 

5.2.7.2 Source of this work 

This work has been published with translation and editing by M.S. Ramaswamy 
Aiyer by the Annamalai University in 1932. This is the source referred to here. 

5.2.7.3 Summary of the Work 

This work has the following chapters: 

1. Upodghata Prakarana 

2. Svara Prakarana 

3. Vina Prakarana 

4. Mela Prakarana 

5. Raga Prakarana. 


Upodghata Prakarana 

This chapter describes the kings who were patrons of the author. It also explains 
how the author was asked to write this work by the King to bridge the gap between 

405 Vide Introduction in ‘Ramamatya’s Svaramelakalanidhi’, Ed and Tr M.S. Ramaswami Aiyar, The 
Annamalai University, 1932. 
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the existing laksana and laksya. This is described in the 24 th sloka of this Prakarana 
which is as follows: 

SahgJtasastre Bahudha Virddhah Santyeva Laksyesu Ca Laksanesu / 

Sarvam SamJkrtya Sa RamamantrT Tanotu Sastram Vacasa Taveti I I 
Svara Prakarana 

The author takes up the issue of Suddha and Vikrta svara-s as proposed in the 
SangTtaratnakara. The important points mentioned by him regarding these are as 
follows. 

• Of the list of the 12 Vikrta svara-s mentioned in the SangTtaratnakara, 5 are 
eliminated by Sri Ramamatya as they are said to be identical in pitch position to 
other svara-s. 

This has been desribed in the sloka-s 38, 39 and 40 of this Prakarana: 

Katham Na Bheda Hi Cetsa Laksyastho NirOpyate / 

Suddha Sadjacyutastu Sadjo Naiva Vibhedyate // 

Acyuto Madhyamah Suddhamadhyamanna Bhidam Bhajet / 

Suddharsabhacca Vikrta Rsabho Na Prthagbhavet I I 
Vikrto Dhaivatah Suddhadhaivatannatiricyate / 

Madhyamasrutyupadane Vikrtah Pahcamastu Yah // 

In the above sloka-s, the author equates Suddha Sadja to Acyuta Sadja, Suddha 
Rsabha to Vikrta Rsabha, Vikrta Dhaivata to Suddha Dhaivata, Vikrta Pancama 
to Madhyamagrama Pancama. Thus, the Vikrta svara-s Acyuta Sadja, Vikrta 
Rsabha, Vikrta Dhaivata and Vikrta Pancama are eliminated and only 7 Vikrta 
and 7 Suddha Svara-s remain. The Suddha Svara-s are Suddhasadja, 
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Suddharsabha, Suddhagandhara, Suddhamadhyama, Suddhapancama, 
Suddhadhaivata and Suddhanisada. The Vikrta Svara-s are Sadharanagandhara, 
Antaragandhara, Cyutamadhyama, Cyutapancama, Kaisikinisada, KakalTnisada 
and Cyutasadja. 

• The author mentions Pancasruti (5- sruti) Rsabha being equated to Suddha 
Gandhara, Satsruti (6- sruti) Rsabha to Sadharana Gandhara, Pancasruti 
Dhaivata to Suddha Nisada and Satsruti Dhaivata to Kaisiki Nisada . This 
concept is ‘Paryayatatva’ 406 - two svara-s occupying the same position in the 22- 
sruti scale. This is seen in the sloka-s 54-57 of this Prakarana: 

Rsabhah Kirtyatesmabhih Pancasrutyarsabhahvayah / 

Sa Sadharanagandharasthanastha Rsabho Yadi // 

Laksyanusaratah Proktastada Satsrutikarsabhah / 

Evam Suddhanisadasya Sthane Dhaivata Asthitah I I 

Laksyanurodhatgatitah Sa Pahcasrutidhaivatah / 

Cetkaisikanisadasya Sthane Tisthati Dhaivatah I I 

Kascitsa Kathitosmabhistada Sa tsrutidhaivatah / 

Athanuvadah Kriyate Kramaduktasvarava/eh // 


• He also says that in Laksya, Cyuta Sadja is considered as a variety of Nisada 
and called Cyuta Sadja Nisada by him. Therefore, there are no vikrta forms for 
Sadja. Cyuta Pancama is the same as Cyuta Pancama Madhyama (which is 
identified as a type of Madhyama). Therefore, there is no vikrta form for Pancama 
as well. Thus, sa and pa are invariant. 

406 This term has been used by Dr. R. Sathyanarayana in ‘Karnataka Sangita Vahini’. 
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• Just as Cyuta Sadja is also called Cyuta Sadja Nisada on account of it’s identity 
with Nisada, Cyuta Madhyama is called Cyuta Madhyama Gandhara and is 
considered a variety of ga. Therefore, Cyuta Sadja Nisada is now seen as a 
Vikrta form of Nisada and not Sadja, thereby signifying upward movement of 
Nisada to cause Vikrti . Similarly, Cyuta Pancama Madhyama and Cyuta 
Madhyama Gandhara are the Vikrta forms of Madhyama and Gandhara 
respectively, signifying their upward movement. Thus what were formerly called 
the Vikrta forms of sa, pa and ma by Sarngadeva have now been mentioned as 
the vikrta forms of ni, ma and ga respectively, eliminating all instances of 
downward movement causing Vikrti. Therefore, the only way that a svara can 
become Vikrta, according to this work, is by upward movement. 

The descriptions of Cyuta Sadja, Cyuta Madhyama, Cyuta Pancama are in the 
sloka-s 50-53 as given below: 

Narhantarani Kesarhscidvyavaharaprasiddhaye / 

Cyutasadjastu Lokesminnisadatvena KTrtitah I I 

Cyutasadjanisadabhidhanam Tasya VidhTyate / 

Cyutasya Madhyamasyapi Gandharavyavaharatah // 

Cyutamadhyamagandharasangyasya Kriyate Maya / 

Cyutapancamamacaste Loko Madhyamasahgyaya I I 

Asmabhih Kathyate Sdtacyutapancamamadhyamah / 

Laksye Tu Kutracicchuddhagandharasthanamasrayan I I 


Vina Prakarana 
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The author describes different types of Vina in this chapter. He does not mention the 
construction of the Vina but only the tuning of the strings and placement of frets on 
the Vina. The similarity between his Vina and the modern Vina is that it had four 
main playing-strings, and three side strings. The 3 different types of Vina vary in the 
way they are tuned, and these are 407 : 

1. Suddhamela Vina 

2. Madhyamela Vina 

3. Acyutarajendramela Vina 

These 3 Vina-s are further classified into two types - Ekaragamela Vina and 
Akhilaragamela Vina which are used for playing only one Raga or playing different 
Raga-s respectively 408 . The former perhaps had movable frets which could be 
adjusted to suit the Raga to be played. 

The method of tuning of the strings in Suddha-mela-Vina is as follows 409 : 

Here, the representation is 
AMn - Anumandra 
Mn - Mandra 
Md - Madhya 

The Side strings are tuned to Mn-Pa, Md Sa and Mn-Sa from 1 to 3. 

The main strings are as follows: 



Note Played on Open 

String 

String 


407 Vide VTnaprakarana of Svaramelakalanidhi (SMK, 3, 12-13) 

408 ibid (SMK, 3, 14-15) 

409 ibid (SMK, 3, 19-26) 
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1st String 

AMn sa 

2nd String 

AMn pa 

3rd string 

Mn sa 

4th String 

Md ma 


The method of tuning of the strings in Madhya-mela Vina are as follows 410 : 
The Side strings are tuned to Mn-Pa, Md Sa and Mn-Sa from 1 to 3. 


String 

Note Played on Open 

String 

1st String 

AMn pa 

2nd String 

Mn sa 

3rd string 

Mn pa 

4th String 

Md sa 


The method of tuning of the strings in Acyutarajendra-mela Vina is as follows 411 : 
The Side strings are tuned to Md Pa, Md Sa, Mn-Pa, and Mn-Sa from 1 to 4. 


String 

Note Played on Open 

String 

1st String 

AMn sa 

2nd String 

AMn pa 

3rd string 

Mn sa 

4th String 

Mn pa 


The author then describes the placement of svara-s on each fret as below 412 : 


410 Vide VTnaprakarana of Svaramelakalanidhi (SMK, 3, 73-76) 

411 ibid (SMK, 3, 77-78) 
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Here, the representation is 
Cy = Cyuta 

R1 = Suddha Rsabha 

R2 = Pancasruti Rsabha 

G1 = Suddha Gandhara 

G2 = Sadharana Gandhara 

G3 = Antara Gandhara 

Ml = Suddha Gandhara 

M2 = Cyuta Pancama Madhyama 

D1 = Suddha Dhaivata 

D2 = Pancasruti Dhaivata 

N1 = Suddha Nisada 

N2 = Kaisiki Nisada 

N3 = Kakali Nisada 


String 

Note 

Played 

on 

Open 

String 

Fret 1 

Fret 2 

Fret 3 

Fret 4 

Fret 5 

Fret 6 

1st 

AMn S 

R1 

R2 = 

G2 

G3 = 

Ml 

M2 


412 ibid (SMK, 3, 27-72) 
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String 



G1 


Cy M 



2nd 





N3= Cy 



String 

AMn P 

D1 

D2=N1 

N2 

S 

S 

R1 

3rd 



R2 = 


G3 = 



string 

Mn S 

R1 

G1 

G2 

Cy M 

Ml 

M2 

4th 







N3=Cy 

String 

Md M 

M2 

P 

D1 

D2=N1 

N2 

S 


Here, we notice that the frets for Antara Gandhara and Cyuta Madhyama Gandhara 
are the same. The author says that the former should be played in the same fret as 
the latter. There is also an inherent discrepancy in the arrangement which is due to 
svara-s on different strings being placed at the same distance in frets but having 
different intervals of pitch positions (sruti-s). One example is on String-3, fret-2, the 
svara Mandra-suddhagandhara should be theoretically at an interval of five sruti-s 
from the svara Mandra-suddhasadja on the open string. However on the same fret 
(2 nd ) but on String-4, the svara Mandra-Pancama is four sruti-s from Mandra- 
suddhamadhyama on the open string. 

SvayarhbhGsvara 

Svayarhbhu Svara-s are those which are naturally produced and not man-made. The 
author is probably referring to Harmonics here. Harmonics are integer multiples of 
the fundamental frequency of a sound, i.e. if the fundamental frequency is f, then it’s 
integer multiples would be 2f, 3f and so on. A musical note consists of not only the 
basic frequency but it’s integer multiples which are heard together. Harmonics are 
used to check the unison of strings which are not tuned to unison. An example is, a 
light fingering of the node found halfway down the highest string of a cello produces 
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the same pitch as lightly fingering the node 1/3 of the way down the second highest 
string. 413 

The same concept is taken up by the author in the placement of frets. He gives the 
example of the Anumandra Suddha ni, on the 2 nd fret of the 2 nd wire having the same 
value as the Mandra Suddha ni on the 4 th wire of the 4 th fret. The Mandra Suddha ni 
is exactly double the frequency of the Anumandra Suddha ni, so it is an integer 
multiple of the latter. This is seen in the sloka-s 50 and 51 of this Prakarana: 

Anumandrasya Suddhasya Nisadasya Pramanatah / 

Caturthasaryam Sanjate Tantrya Capi TurTyaya // 

Mandre Suddhanisadakhye Sapramane Krte Sati / 

Caturthasaryam Sahjatah Svarah Sarve Svayambhuvah I I 


Having placed the 2 nd fret, we can place the 4 th fret using this relationship. Then, all 
the notes on the 4 th fret in all the 4 strings would be called ‘Svayarhbhu-s’. That is 
because the 4 strings are tuned as ‘Sarhvadi-s’ to each other (either sa-ma or sa-pa 
and have a sruti interval of 8 or 12 sruti-s). 

The placement of all the frets in the VTna can be done similarly by systematic 
derivation of the svara-s. 

Mela Prakarana 

This chapter describes Mela-s which are basically a class of Raga-s. This system of 
classification is known as the Mela-Raga classification. The Mela takes the name of 


413 This information is from http://en.wikipedia.org/wiki/Harmonic last accessed on 22-Sep-2013. 
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the most important Raga under it. 20 Mela-s are listed by Sri Ramamatya which are 
listed below 414 : 

1. MukharT 

2. Srlraga 

3. Malavagaula 

4. Saranganata 

5. Hindola 

6. Suddharamakriya 

7. Desaksi 

8. Kannadagauja 

9. Suddhanati 

10. Ahari 

11. Nadaramakriya 

12. Suddhavarati 

13. RTtigauja 

14. Vasantabhairavi 

15. Kedaragaula 

16. Hejujji 

17. Samavarali 

18. Revagupti 

414 Vide Svaramelakalanidhi, Mela Prakarana, (SMK, 4, 3-8) 
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19. Samanta 

20. Karhbhoji. 

For each of these Mela-s, the list of Suddha and Vikrta Svara-s has been given by 
the author. The list of Raga-s under each Mela has also been given 415 . The first 
Mela Mukhari has all the Suddha Svara-s. The first 15 Mela-s do not have the Svara- 
s Kakali Nisada and Antara Gandhara. These are present in the last 5 Mela-s. 

Another interesting point mentioned in the work is that there are two schools of 
thought among the Vina players 416 . The first does not distinguish between 
KakalTnisada and Cyuta Sadja Nisada and between Antara Gandhara and Cyuta 
Madhyama Gandhara. Consequently, Mela-s with Kakali Nisada and Antara 
Gandhara are not considered as being different from those having Cyuta Sadja 
Nisada and Cyuta Madhyama Gandhara resepectively. Therefore, the last 5 Mela-s 
are thought to be identical with one or the other of the earlier 15 Mela-s. According to 
the 2 nd school, all the 20 Mela-s are recognised. 

Raga Prakarana 

The last chapter of the work is Raga Prakarana. For the first time in Laksana history, 
Raga-s have been classified as Uttama (Superior), Madhyama (Middling) and 
Adhama (Inferior) 417 . This classification is not found in earlier musicological works. 
The characteristics of these Raga-s are as follows: 

1 Uttama Raga-s : These Raga-s are suitable for the singing of Alapa, Thaya, 
Prabandha and Gita and do not have shades of other Raga-s . These Raga-s are 
Mukhari, Suddha Natl, Malavagaula, SuddhavaralT, GhurjarT, Lalita, Suddha 


415 Vide Svaramelakalanidhi, Mela Prakarana, (SMK, 4, 9-62) 

416 ibid (SMK, 4, 63-70) 

417 ibid (SMK, 5, 1) 
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Ramakriya, Suddha Vasanta, BhairavT, Hindola, SrTraga, Kannadagaula, 
Samanta, DesaksT, DhanyasT, Bauli, AharT, MalharT, MalavasrT, Saraiiganata. 

2 Madhyama Raga-s : These Raga-s are not as suitable for singing Alapa, Thaya, 
Prabandha and Gita as the Uttama Raga-s. They are used for setting music to 
fragmentary portions of a Prabandha. These Raga-s are Kedaragaula, KambhojT, 
Bangala, Kannada, VelavalT, Madhyamadi, NaranT, RTtigaula, Nadaramakriya, 
Padi, BhGpalT, Revagupti, Gundakriya, HijujT, Vasanta, BhairavT, Samavarali. 

3 Adhama Raga-s : These Raga-s intervene between Uttama and Madhyama 
Raga-s. They are not suitable for singing Alapa, Thaya, Prabandha and Gita. 
These Raga-s are Saurastra, MecabaulT, Chayagaula, Kuranjika, 
Sindhuramakriya, GaudT, DesT, Mangalakausika, Purvagaula, Somaraga, AndbIT, 
PhalamanjarT, Sankarabharana, DevagandharT, DTpaka, NattanarayanT, Suddha 
BhairavT, Bhinnasadjaka, KuntalavaralT, SarangabhairavT, Suddhabangala, 
Nagadhvani, Ghantarava, Margahindolaka, ChayanatT, Devakriya, NarayanT, 
Gaula, TodT, Varalika, TuruskatodT, Saverika, ArdradesT. 

SrT Ramamatya states that DesT Raga-s are all associated with the Sadja Grama. 

This is an important statement which signifies the redundancy of the Madhyama 

Grama. This can be seen in the sloka 17 of Ragaprakarana of this work: 

DesJragasca Sakalah Sadjagramasamudbhavah / 

Grahamsanyasamandradisada vauda vapurnakah I I 

Another classification for Raga-s is into the three categories of Sarhpurna, Sadava 

and Auduva. The first consists of Raga-s with all seven Svara-s, the second with six 

Svara-s and the third with five Svara-s. Examples of these are: 

Sampurna: Nati, Varali, Samavarali, RTtigaula 

Sadava: Bauli, Lalita, Kannadabangala, Vasantabhairavi 
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Auduva: Hindola, SrTraga, Bhupala, Revagupti 


5.2.7.4 Significance of the work 

As has been well-recognized, Svaramelakalanidhi represents a very significant 
departure from the Lakana Grantha-s composed before it as it removed redundant 
elements from the Vikrti Svara system and streamlined it to provide a proper 
structure in keeping with contemporary practice. His Mela system too did away with 
the association of Raga-s with the Grama system and represented a new approach. 
His classification of Raga-s and design of the fretted VTna were the result of a 
practical approach. Thus, Svaramelakalanidhi could be considered as the below 
ground-level foundation of the musical systems of Karnataka music prevailing today. 
A summary of the concepts given in it as follows. 

The importance of Svaramelakalanidhi is becase it is a very practical-oriented work 
and is more relevant and related to the modern practice than the books written prior 
to it. This work has documented certain contemporary developments for the first 
time. Below is an examination of those: 

Svara arrangement 

• The concepts of Vadi, Sarhvadi, Vivadi and Anuvadi are now independent of the 
concept of Grama and stand alone. 

• The concept of Adhara Sruti has been mentioned for the first time. 

• The number of Vikrti Svara-s is given to be 7 as compared to 12 mentioned by 
Sarngadeva. 

• The property of a svara becoming Vikrti, i.e. Vikrtitva is deemed to be 
independent of the Grama Sadharana. 

• Sadharana Gandhara and Kaisiki Nisada acquired independent status. 
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• Antara Gandhara and Kakali Nisada are to be played in the frets Cyuta 
Madhyama Gandhara and Cyuta Sadja Nisada respectively on the Vina. 

• Consecutive 3- sruti intervals in Svara-s were now allowed. 

• Svara-s now became Vikrti Svara-s only by one-directional (upward) movement. 
For the first time, Cyuta Madhyama was considered as a Vikrti of Gandhara and 
not of Madhyama; similarly, Cyuta Sadja was considered as a Vikrti of Nisada 
and not Sadja. The names were changed to Cyuta Madhyama Gandhara and 
Cyuta Sadja Nisada to reflect this. 

• Two consecutive Svara-s could occupy the same pitch position and be called by 
different names, e.g. Pancasruti Rsabha and Suddha Gandhara. Thus, the total 
number of Svara-s available in an octave or Sthayi was 16. These spanned 12 
Svara-Sthanas or specific pitch positions. The concept of two different svaras 
occupying the same pitch position is unique to Karnataka music even today and 
is not seen in Hindustani or Western Classical music. 

• The 6- Sruti value for a svara (Madhyama) mentioned by Kallinatha in his 
Kalanidhi commentary which was an exception in his time, now became the norm 
and is seen to be commonly used for other svaras like ri and da. Usage of 5- 
Sruti ri and da also is more commonplace. 

• Sadja and Pancama were now unalterable, i.e. they did not have Vikrti varieties. 
Vikrti pa was now called Cyuta Pancama Madhyama and considered to be a 
variety of Madhyama rather than Pancama. 

Vina 

• For the first time, the concept of SvayarhbhG Svara-s was used to arrive at the 
Svara-s of the VTna. In five steps, all the frets of the VTna could be placed. 
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• In the Grama system, the three octaves in vogue were the Mandra, Madhya and 
Tara SthayT-s. Sri Ramamatya increased the range by adding two more octaves 
in his Vina-s - Anumandra and Atitara Sthayi-s. 

• Sri Ramamatya introduced in his VTna-s 3 strings which are placed perpendicular 
to the 4 main strings and tuned to sa, pa, sa. These are used even today in the 
South Indian Vina. 

• There are some Svara-s which can be played on more than one string. There is a 
technique to determine which string should be used to play a particular svara. 
This is known as Pakka Sarani and was introduced in this work for the first time. 

• The tuning system for Madhyamela Vina introduced by Sri Ramamatya - 
Anumandra pa, Mandra sa, Mandra pa and Madhya sa for the four main strings 
consecutively - is in vogue in the Vina in Karnataka Music even today. 

Raga and Mela System 

• Sri Ramamatya has used the DesT names for Raga-s rather than the names 
prevalent in the Grama system. 

• A system of 20 Mela-s, to which other Raga-s are attached as Janya Raga-s, is 
propounded in this work. The list of the Mela-s starts with Mukhari, which has all 
Suddha svara-s. The next one is Mayamalavagoula which was a very important 
Raga of that time, as it had many Janya-s and was considered very apt for 
composition. Raga-s which have less ‘Rakti’ (pleasing nature) and less usage, 
and have Kakali and Antara svaras have been relegated to the end of the list. 

• For the first time in the history of Laksana works, the classification of Uttama, 
Madhyama and Adhama Raga-s based on their suitability for singing and 
composition has been given. 
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• All the DesT Raga-s are associated with the Sadja Grama. This shows that the 
Madhyama Grama was redundant. 

5.2.8 Talakalabdhi 

5.2.8.11ntroduction 

Talakalabdhi is a work by the King Acyutaraya around 1543 AD. The work is 
dedicated to the description and analysis of the ten Prana-s of Tala (Dasa Prana-s). 

5.2.8.2 Source of this work 

This work is yet unpublished. For many years, no manuscripts were known of this 
work. Recent research has revealed there is an incomplete manuscript in Tirupathi 
R452 and a manuscript R7979 in GOML, Chennai, which is the only complete 
manuscript of this work. This manuscript has been referred to here. This manuscript 
also contains a Telugu commentary of the work the authorship and time period of 
which is unknown. 418 

5.2.8.3 Summary of the work 

No detailed study of the work has been done till now. The following analysis of the 
work has been done for the first time based on the manuscript mentioned above. 

The author quotes extensively from the SangTtaratnakara. He seems to be aware of 
Kallinatha’s commentary of the SangTtaratnakara (though he does not mention it by 
name) because some of his descriptions match those of Kallinatha. As in the case of 
Sangltasuryodaya, the author sticks to the SangTtaratnakara and earlier texts in 
many of the conceptual definitions especially pertaining to Marga Tala-s. However, 
he has introduced some original ideas (as may be seen in this section) which he tries 
to demonstrate as a continuation of the earlier concepts. 


418 Vide Talakalabdhi of Acyutaraya’ - discovery of a new work on Tala by Dr. V Premalatha, Journal 
of The Music Academy Madras, 2009, Volume 80 
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The author first describes Tala on the lines of the description in the 
SangTtaratnakara. He then takes up the Dasa Prana-s in a sloka which is copied 
from the TaladTpika verbatim (TK, Page 12) 

Kala Marga Kriyangani Graho Jati Kata Lay ah I 

Yatih Prastarakasceti Talaprana Daseritah I I 

The following is the information regarding the ten Prana-s in this work. 

1. Kala: Kala is a measure of time 419 . The smallest measure if Ksana, which is 
1/100 th the time taken for a needle to pierce 100 lotus petals. The following 
are other units of Kala: 

8 Ksana = 1 lava 

8 Lava = 1 Kasta 

8 Kasta = 1 Nimisa 

8 Nimisa = 1 Kala 

2 Kala = 1 Caturbhaga 

4 Caturbhaga = 1 Anudruta 

2 Anudruta = 1 Druta 

2 Druta = 1 Laghu 

2 Laghu = 1 Guru 

3 Laghu = 1 Pluta 

This work also gives the other definition for Kala 420 , which is as below: 

419 Vide Talakalabdhi (TK, P 14, 16) 

420 ibid (TK, P 32, 28 b) 
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A basic unit called ‘Matra’ is defined as the time taken to utter five ‘Laghu Aksara-s’ 
or syllables where Laghu, Guru, Pluta are defined as: 

Laghu = 1 Matra 

Guru = 2 Matra-s 

Pluta = 3 Matra-s 

2. Marga: The author first defines the 4 Marga-s defined in the SangTtaratnakara 421 
- Dhruva, Citra, Vartika and Daksina. He says that Dhruvaka is ‘Matrka Kala’ (A 
Unit Kala). He goes on to say that Citra, Vartika, Daksina span 2, 4 and 8 Matra- 
s respectively. The verses here are verbatim reproductions of the 
SangTtaratnakara. 

The author then discusses the Marga-s mentioned in various works. A list of 12 
Marga-s Daksina, Vartika, Citra, Citratara, Citratama, Aticitra, Caturbhaga, Srti, 
Trti, Anutrti, Gharsana, Anugharsana, Spara based on the combined opinion of 
various authors called ‘Bharata’-s is given. The author states that the Marga-s 
Citra, Citrataara, Citratama and Aticitratama are ‘DesT Yogya’ i.e. fit for DesT 
music. For each successive Marga in the list, the number of Kriya-s is reduced to 
half. Starting with 8 Matra-s in Daksina, progressively we arrive at 1 Matra in 
Citratara, 14 Matra = Druta in Citratama and Anudruta in Aticitratama. The 
Anudruta will be further divided into 14,14 etc. in the subsequent Marga-s. Of the 
Marga-s listed here, the first 9 are suitable for Tala. 

The author also justifies the definition of Marga as a Prana saying that though it is 
not directly connected to Tala, the Kriya-s (hand actions) of a Tala are dependent 
on it. 


421 Vide Talakalabdhi (TK, p 16, 17) 
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3. Kriya: As in the SahgTtaratnakara, the author describes the Nisabda and Sasabda 
Kriya-s Avapa, Niskrama, Viksepa, Pravesa and Dhruva, Samya, Pata, 

Sannipata respectively 422 . He also describes the 8 Matrka-s (Marga Kala-s) - 
Dhruvaka, Sarpini, Krsna, Padmini, Visarjita, Viksipta, Pataka and Patita. He 
mentions that the Matrika-s should be used with Sasabda Kriya-s and not 
Nisabda. He then defines which Matrika-s occur in which Marga-s among Citra, 
Vartika and Daksina Marga-s. For these descriptions, the author has copied 
verses from the SahgTtaratnakara verbatim. He further says that in the Dhruva 
Marga, the Dhruvaka Sasabda Kriya should be used. 

4. Ariga: The author names Anudruta, Druta, Laghu, Guru and Pluta as the different 
Ariga-s and mentions their synonyms (such as Ardhamatra, Dhruta, Vyoma, 

Bindu Valaya for Dhruta) in the following sloka (TK, p 30, 26b): 

Anudrutodrutascaiva Laghurguru Tatah Param 

P/utascetikramenaiva Ta/angani Ca Pancadha 

Their representative symbols in notation have also been given. Harhsapada 
Kakapada is also said to be four times that of Laghu, having Nisabda Laghu-s 
and is to be used in Citra Tala-s. 

The span of Anudruta has also been clearly defined in the following sloka (TK, p 
32, 28b): 

Anudrutastvekavarnah Prakramadvyanjanam Bhavet / 

Varnadvayam Dhrtam Tasmadvyanjanakhyatatd na hi I I 

The author talks about varieties of Laghu - having 3, 4, 5, 7 and 9 Varna-s being 
called Tisra, Caturasra, Khanda, Misra and SankTrna respectively. This is seen in 
the following sloka (TK, p 34, 30b) 

422 Vide Talakalabdhi (TK, p 22-28, 21-25) 
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Caturvarnaih Tribhirvarnaissaptavarnaisca Pancabhih 

Navavaraidaghurbhinna Caturasradi Tim an I I 

The Laghu having 5 Varna-s is only one in Tala-s of all Jati-s. The other Laghu-s 
are only for imagination and not according to Laksya according to one opinion. 
Another opinion is that Laghu-s are of two types - Caturasra and Tisra. The 
author says that the duration of Pata (Pata) should be based on the duration of 
the Laghu 423 . 

The author also clearly states the difference between Artga and Kala. Ariga and 
Kala constitute time duration. In Kala, 2 Anudruta-s Druta, 2 Druta-s = 1 Laghu 
and so on. So, there is an order of progression. However, as far as Anga-s are 
concerned, they can occur in any order: after Guru, we can have Laghu or Pluta 
and then either Laghu or Druta. Therefore, the order is random. Thus, Kala and 
Artga are different. 

5. Graha: This has been defined for the concept of start of Nrtta, Gita (melody) 
and Vadya relative to each other 424 . If they start together, it is Sama Graha 
(also called Sama Pani). If Tala comes before Gita etc., it is AtTta Graha. If 
Tala is later, than it is Anagata Graha (also called Upari Pani). This view is 
identical to that of Kallinatha in his commentary on SangTtaratnakara. 

The author gives different views for Visama Graha: 

o If the AtTta or Anagata (lag between Tala and Gita) is by a few Matra-s, 
then it is AtTta or Anagata as the case may be. If the lag is big, it is 
called Visama. 

o Compared to Nrtta and GTta Tala is 


423 Vide Talakalabdhi (TK, p 35, 31 a-b) 

424 Vide Talakalabdhi, (TK, p 39-42, 35a-36b) 
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■ Lesser in the beginning and the end 

■ More in the beginning and the end 

■ Proper in the beginning and more in the end 

■ Proper in the begnning and less in the end 

■ More in the beginning and less in the end 

■ Lesser in the beginning and more in the end 

6. Laya: The author describes Laya with respect to Graha. He says that in the 
Sama, AtTta and Anagata Graha, Madhya, Druta and Vilarhba Laya-s will 
operate 425 . His explanation of this is similar to that in Kallinatha’s commentary 
on the SangTtaratnakara. 

Much later in the work, the author again takes up the concept of Laya 426 . He 
says that it is the Visranti (rest period) after a Kriya and has 3 types - Druta, 
Madhya and Vilarhba. This is identical to the description of Laya given in the 
SR. The author says that in the 2 types of Tala-s DesT and Marga, there are 
several Kala-s. In the 6 Marga-s applicable to DesT and 4 Marga-s applicable 
to Marga there are the 3 Laya-s mentioned here. 

The author takes up the question of why it has been said that in when the 
Marga changes from Daksina to Vartika or Vartika to Citra, the Laya changes 
from Vilarhba to Madhya or Madhya to Druta respectively, because the 
Visranti (rest period) does not change. His explanation says that in the 
Daksina, Vartika and Citra Marga-s, there are progressively lesser number of 
Kriya-s (implying 8, 4 and 2 Kriya-s respectively) though the basic Kriya 
duration is the same, leading to variation in the Laya. He quotes an example 


425 ibid, (TK, p 74b-78a) 

426 ibid, (TK, p 98-105) 
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of travelling to the river Ganga from a village by 3 different routes of different 
lengths. This example has been given by Kallinatha earlier. 

The author’s explanation about the Laya-s in the Marga-s leads to the 
conclusion that he is in agreement with Kallinatha-s approach of equating the 
3 Laya-s Vilarhba, Madhya, Druta to the 3 Marga-s Daksina, Vartika and Citra 
respectively. 

In the ‘Druta’ Marga (Citra Marga?), it has been stated that there are 3 Laya-s 
Druta, Madhya and Vilarhba, in the ‘Madhya’ Marga (Vartika Marga?), there 
are 3 Laya-s Madhya, Druta and Vilarhba and in the ‘Vilarhba’ Marga (Daksina 
Marga?) there are 3 Laya-s Vilarhba, Madhya and Druta. The author lis Nrtta, 
Gita and Vadya to Tala and says that when the connection with them is not 
there, Tala is without Laya. 

A new definition for Laya is given in this work according to which Laya is the 
time (Kala) between the Anga-s of a Tala. This is a unique view which 
perhaps reflects contemporary developments in the author’s time. 

The author states that in Tryasra Tala-s, Druta Laya is not applicable. In 
Caturasra Tala-s, all the 3 Laya-s are applicable. 

7. Jati: The author first defines Jati as that which occurs due to the worldly 
‘Dharma’ (rule) of following something. Further, he copies sloka-s from 
SangTtaratnakara verbatim in the following description: 

He says that Tryasra and Caturasra are two types of Tala and equates them 
to Cacaputa and Catcatputa respectively. He talks about the 3 bheda-s 
(varieties) of Catcatputa - Ekakala, Dvikala and Catuskala and the 6 forms of 
Cacaputa having 3, 6, 12, 24, 48 and 96 Kala-s respectively. The mixtures of 
these 9 forms result in SahkTrna bheda-s. Another view of SankTrna bheda-s is 
where the number of Kala-s are 5, 7, 9, 10 and 11. Yet another opinion about 
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SaiikTrna bheda-s is that there are 4 in number which are 14, 15, 16 and 17 
respectively 427 . 

Talking about Khanda Tala-s, the author copies the SangTtaratnakara sloka 
which says that the bheda-s (in this case, break-ups) from the Tala-s 
Catcatputa etc. are known as Khanda Tala-s 428 . 

After this basic introduction which is exactly on the lines of the 
SangTtaratnakara, the author propounds his own views on Jati-s: 

He talks about varieties of Tryasra which have 3, 5, 7 and 9 Varna-s. It is 
unclear what these Varna-s represent - Kala-s or something else. This is a 
departure from the SangTtaratnakara and earlier texts. This is described in the 
following sloka: 

Tribhivarnaiscaturvarnaih Pancavarnaistathaiva Ca 

Saptavarnaiscanavaghih Tryasra dim Ca Vikatpayet 

After this, the author talks about Caturasra, Tryasra, Misra, Khanda and 
SaiikTrna Jati-s having 4, 3, 7, 5 and 9 Anudruta-s. This statement does not 
synchronize with the earlier descriptions based on SangTtaratnakara wherein 
the varieties (the word ‘Jati’ has not been used in the SangTtaratnakara) 
Caturasra etc. are characterized by Kala-s. This appears to be an attempt by 
the author to show the validity of his description of Jati by quoting 
descriptions from the SangTtaratnakara. He then assigns various castes to the 
Jati-s as Brahmana, Vaisya etc. 

The author gives references from the Tala Kalavilasa and discusses the 
validity of the Misra, Khanda and SaiikTrna Jati-s. In these works, all the five 

427 The original sloka in SR says ‘Caturdasakaladika’ meaning '14 etc...’ The exact number of 14, 15, 
16 and 17 is given by the two commentators for SR - Kallinatha and Simhabhupala. 

428 Vide Talakalabdhi (TK, p 47-52, 39a-42a) 
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Jati-s which he has taken up have not been mentioned. He discusses the 
objections that Misra is included in SankTrna and comes to the conclusion that 
all the 5 Jati-s mentioned by him are distinct and none is derived from the 
other. 

What is noteworthy is that Khanda Jati is explicitly stated as consisting of 5 
units, either 5 Guru-s or 5 ‘Varna-s’ or 5 Anudruta-s. This appears to be 
reflective of the contemporary developments during the author’s time, 
because the SangTtaratnakara, from which he borrows earlier Sloka-s, does 
not describe Khanda as such. Also interesting is that the Jati Prana here 
encompasses all the 5 varieties of Caturasra, Tryasra, Misra, Khanda and 
SankTrna. In the TD, only the first two have been mentioned. The author has 
also tried to establish that each of the Jati-s is independent and not a 
derivative of the other. 

The author gives the name of Malatala-s for those Tala-s which do not belong 
to any Jati and which do not follow the rules of the Jati-s 429 . 

Names for the Laghu-s (Matra-s) are given for each Jati - 

Tryasra Jati Laghu - Jaghanya 

Caturasra Jati Laghu - Madhyama 

Khanda Jati Laghu - Suddhottama 

Misra Jati Laghu - Uttamamadhyama 

SankTrna Jati Laghu - Uttamottama 

The author justifies the nomination of Jati as a Prana of Tala saying that ‘it 
makes Tala shine as it make Nrtta and GTta (which are related to Tala) shine’. 


429 Vide Talakalabdhi (TK, p 59, 46b) 


302 




Chapter 5 


Laksana Granthas of the Vijayanagara Period 


He goes on to say that the Padabhaga-s of Tala-s belonging to different Jati-s 
differ: Caturasra Jati has 4 Pada-s and Tryasra has 3. 

8. Kala: The Ekakala, Dvikala and Catuskala forms are described for the basic 
Marga Tala Catcatputa 430 . Ekakala is equated to Yathaksara. The author 
defines Matra as that equivalent to 4 Padabhaga-s used in GTtaka-s like 
Madraka - for this he copies a Sloka from the SangTtaratnakara. 

Vardhamana Kala and Nasta Kala are defined as those in which the Kala-s 
progressively increase and decrease respectively. 

The author takes up the question of Trikala for both Caturasra and Tryasra 
Jati Tala-s and illustrates that it is not valid, only Ekakala, Dvikala and 
Catuskala forms are valid. He comes up with a new form called ‘Siptaikakala’. 
This is illustrated as below: 

Take the 3 Ekakala, Dvikala and Catuskala forms of Catcatputa which has 4, 

8 and 16 Guru-s together giving 4+8+ 16 = 28 Guru-s. Divide 28 into 4 equal 
parts and leave out one part i.e. 7 Guru-s, to get 21 Guru-s. This is called 
Siptaikakala. 

The author also talks about Ardhakala, Padakala, NTcakala, NTcatarakala, 
NTcatamakala which are obtained by halving successively starting from 8 
Matra-s (equivalent of 1 Kala). NTcatarakala and NTcatamakala are equivalent 
to Druta and Anudruta respectively. 

After this, the 3 forms Ekakala, Dvikala and Catuskala of Cacaputa, 
Satpitaputraka, Udghatta and Sarhpakvestaka Tala-s are described. 

The author then takes up the Kriya-s that will be used for each Anga. The 
Margakala-s Dhruvaka, Krsna and SarpinT are described as DesT Kriya-s. The 


430 ibid, (TK, p 63-81,49a-64a) 
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Patakalavidhi (Sasabda and Nisabda Kriya-s) for the 3 forms Ekakala, Dvikala 
and Catuskala of the 5 Marga Tala-s are described. The author takes into 
consideration different treatises like the SR and gives his views in the end. 

9. Yati: After giving the definition of this Prana on the lines of the definition in SR, 
the author defines the three types of Yati - Sama, Srotogata, Gopuccha. 

Sama is where the laya is constant, Srotogata is gradual decrease of laya and 
Gopuccha is gradual increase of laya. In addition to these, the author 
mentions 3 other Yati-s Yavamadhyaga, Vedimadhya and Visama but does 
not describe them 431 . 

10. Prastara: This Prana has been dealt with in great detail in this work. As in the 
TD, Sankhya, Nasta, Uddista and Patala have been described. In addition to 
the Prastara-s mentioned in the SR and TD, the Anudruta and Virama have 
been included in the various tables (Meru-s) 432 . 

5.2.8.4 Significance of the work 

This work is the second work in the Vijayanagara period after the TaladTpika which is 
devoted to the analysis of Tala-s. It is far more elaborate than the latter as it 
mentions many other Laksana Grantha-s such as SangTtaratnakara and 
SangitacGdamani and Talakalavilasa, the last named not being extant. For each of 
the Tala-dasa-prana-s , the author has taken into consideration the information from 
all these Laksana Grantha-s and analyzed them. The author has proposed new 
ideas but he has prefaced them with quotes from earlier works, notably the 
SangTtaratnakara. He has demonstrated the continuity with respect to earlier tradition 
while putting across new developments. 

Some of the noteworthy features of this work which are mentioned for the first time in 
Laksana history are given below: 

431 Vide Talakalabdhi (TK, P 106-108, 78b-79a) 

432 ibid (P 109-193, 80a-130 b) 
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• This is the only Laksana Grantha in the Vijayanagara period (perhaps the first 
in Laksana history) which defines Kala in terms of Ksana, Lava, Kasta etc. 

• This work talks about 12 Marga-s. It also talks about the relationship between 
Anudruta and Marga-s. 

• While discussing Ariga, the author mentions Laghu-s of 3, 4, 5, 7 and 9 
Varna-s. 

• Many varieties of Visama Graha have been mentioned in this work. 

• A relationship between Laya and Ariga has been established for the first time. 
The author also mentions which Laya-s are acceptable for Caturasra and 
Tryasra. 

• A relationship between the Anudruta and Jati has been shown. The Khanda 
Jati is explicitly stated as consisting of 5 units, either 5 Guru-s or 5 ‘Varna-s’ 
or 5 Anudruta-s, which is a departure from earlier works. The Jati Prana here 
covers the 5 varieties of Caturasra, Tryasra, Misra, Khanda and SankTrna 
which are independent and not derivatives of each other. The Jati-s have 
been assigned castes. Malatala-s are defined as those which do not have a 
Jati. 

• On the topic of Kala, the author talks about Nastakala and Vardhamana Kala. 
He also describes Siptaikakala. He discusses why we have Eka, Dvi and 
Catus Kala-s but not Trikala for both Caturasra and Tryasra. 

• New Yati-s Yavamadhyaga, Vedimadhya and Visama have been mentioned 
in this work. 

• The Anudruta and Virama have been included in the Prastara-s by the 
author. 
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5.2.9 Natyacudamani 
5.2.9.11ntroduction 

Natyacudamani is a work by Astavadhana Somanarya, who is believed to have lived 
during the reign of King Acyutaraya. It comprises three chapters on Gita, Vadya and 
Natya. The first chapter is available in it’s complete form, whereas the next two are 
incomplete. 

5.2.9.2 Source of the work 

Around 15 manuscripts of this work are available in various libraries. However, a 
critical edition has been made by Dr. V. Premalatha as part of her Ph.D. thesis which 
is yet unpublished. This edition has been referred to in this chapter. 

5.2.9.3 Summary of the work 

5.2.9.3.1 GTtadhyaya 

The following topics: Nada, svara, sruti, grama, murchana, eighteen sruti-s, ten 
bheda-s of svara, vadi, sarhvadi, vivadi and anuvadi, sruti-jatis, alapti and kutatana 
are taken up first in this chapter. 

Nada: 

This is defined interestingly as the combination of Gita, Vadya and Nrtta.There are 
two types of Nada - Ahata and Anahata, which emnate from the human body and 
Akasa (space) respectively 433 . These are associated with Arohana (ascent) and 
Avarohana (descent) respectively. This association is unique an not seen in other 
treatises. The sloka-s for this description are as given below (NC, p 7-8): 

Ahatoanahatascaiva Sa Nadd Dvividhd Matah 

Ityubhayasca Samydgadahatah ParikTrtitah 

Akasasambhavo Nadah Anahata Udlritah 


433 Vide Natyacudamani p 6-8 
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Ardhinyahatascaiva A vardhinyavanahatah 
Svara 

In other works, the association of Svara-s with lineage, caste, colour etc. is seen. 
However, in Natyacudamani, Svara-s are also associated with other attributes like 
Jati (Brahmana, Ksatriya, Vaisya, Sudra etc.), colours (Pita, Karbura etc.), Region 
(DvTpa, Puskara etc.), weapons, vehicle, garments, food, eyes, nose, limbs etc 434 . 
The ‘Prastara-s’ of svara-s (which are arrangement of Svara-s in different ways) are 
given next 435 . Two exampls of these are: 

i) Sa ri ga ma pa da ni sa 

Ri ga ma pa da ni sa 

Ga ma pa da ni sa 

Ma pa da ni sa 

Pa da ni sa 

Da ni sa 

Ni sa 

Sa 

ii) Sa ri ga ma pa da ni sa 
Sa sa ga ma pa da ni sa 
Sa sa ma pa da ni sa 
Sa sa pa da ni sa 


434 Vide Natyacudamani (NC, 1,8-22) 

435 ibid (NC, 1,22-28) 
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Sa sa da ni sa 
Sa sa ni sa 
Sa sa sa sa 
Ma ni da pa 
Ma pa da sa 
Ga ri ri sa 

Ma ni da pa da ni sa 
Sa ri ga 
Sa ma ni 
Sa ri ri 

Sa ma ma ma 
Pa da ni sa 

It is not clear what the above Prastara-s represent. 

There are ten types of Svara-s mentioned, which are sthayi, sancari, ayatam, 
pratyayatam, kampitam, yedupu, dalu, ugram and muktam. These are given in the 
following sloka (NC, p 36): 

Sthayisvardtha Sancari Tathahatamanahatau [Tathayatapratyayatau] 

Kampitam Yedupu Dalu Ugra[gra]mukta Dasasmrtah 

These appear to be based on different parameters like the region where a svara 
commences (sthayi, svara, ugram), the region(s) where a svara manifests or shines 
(Sancari, Mukta, Yedupu, Dalu), movement of a svara (Kampitam) and duration of a 
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svara (Ayatam, Pratyayatam Yedupu, Dalu) 436 . It is interesting to note that some of 
these terms have been used to describe ‘Varna-s’ in SangTtaratnakara (Sthayi, 
Sancari). Others like Kampitam and Ayatam are described as gamaka-s in 
SangTtaratnakara. It seems that the author is making an attempt to integrate the 
concepts of Varna-s and Gamaka-s and associate them with Svara types. 

After mentioning twenty-two sruti-s in the three registers - Mandra, Madhya and 
Tara, the work speaks of eighteen sruti-s and their names which are Nabhika, 
AtharvanT, Dasta, Aurvi, Aticadha, KambalT, SrTvika, Sarali, Nali, RasanT, Ranjani, 
Ghranini, Pavani, Manda, Maurddhava, Vidambini, BhTsanT and Sphuranti 437 . It is not 
clear whether these denote pitch positions(tonal measures) or something else. The 
sruti Jati-s DTpta, Ayata, Karuna, Mrdu, Madhya are mentioned in this work 438 . 

The three Grama-s Sadja, Madhyama and Gandhara are mentioned. Gandhara 
Grama is said to be present in heavan, according to Naradamuni 439 . The MGrchana-s 
associated with each of the Grama-s Uttaramandra, Rajani, Uttarayata, 

Suddhasadja, MatsarTkrta, Asvakranta, Abhirudhghata, SauvTrT, Harinasva, 
Kalopanata, Suddhamadhya, MargT, PauravT, Hrsyaka, Nanda, Visala, SumukhT, 

Citra, CitravatT, Sukha, Alapa have been mentioned 440 . 

Vadi, Sarhvadi, Vivadi and Anuvadi svara-s are defined as follows in NC, page 48: 
Vadisvarasca Rajasyat MantrTSamvadirisyate / 

Vi vadi svara VairTsyat Anuvadi Ca Bhrtyavaih // 

This sloka says that Vadi is the king, Samvadi is the minister, Vivadi is the enemy 
and Anuvadi is the servant. 


436 Vide Natyacudamani (NC, p 36-41) 

437 ibid, (NC, p 42-43) 

438 Vide Natyacudamani (NC, p 45) 

439 ibid (NC, p 44) 

440 ibid (NC, p 32) 
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A classification scheme of Raga-s has been described in this work - Suddha, Mitra 
and SankTrna Raga-s 441 . Suddha Raga-s are said to be 32, Mitra Raga-s 64 and 
SankTrna countless. Auduva and Sadava Raga-s are defined as those with 5 and 6 
svara-s respectively. Purusa and StrT Raga-s are defined and it is mentioned that the 
former are 8 and the latter 24 in number, out of the 32 Raga-s. Of the thirty-two raga- 
s, eight are masculine and twenty four feminine. Each Purusa Raga is associated 
with three wives (StrT Raga-s). The names of the Purusa Raga-s with their 
respecitive StrT Raga-s are given as follows: 

Bhairava - Devakriya, MegharanjT, KurunjT 

Bhupala - VelahurT, MallarT, BaufT 

SrTraga - HindolT, Bahusarh(BhallatT), MahurT 

Padamanjara - DesT, Lalita, TodT 

Vasanta - Ramakriya, VaralT, Kausika 

Malava - NarayanT, Gundakriya, GhGrjarT 

Bangala - DhanyasT, KambodT, BaulT (GaulT) 

Nata - DesaksarT, VaralT(AharT), Saranga 

For each of these Raga-s, the svara(s) to be omitted (Varjya Svara-s) are 
mentioned. NTIambarT, Balahamsa, Sankarabharana, are three additional Raga-s 
whose characteristics have been described. 

Among Mitra Raga-s, Mukhari, Revagupti, Ghantarava, Madhava have been 
mentioned 442 . 


441 ibid (NC, p 52) 

442 Vide Natyacudamani (NC, p 80). Kapi has also been mentioned in the list of Mitra Raga-s in the 
Telugu commentary but is not there in the main text. 


310 




Chapter 5 


Laksana Granthas of the Vijayanagara Period 


Various attributes of the Raga-s such as deities, colours, clothes, vehicles, caste etc. 
have been given. The svara phrases for these Raga-s have been notated. The two 
types of Alapti - Ragalapti and Rupakalapti have been mentioned 443 . Interestingly, in 
the section of Raga-s, KGtatana-s have been mentioned 444 . 

Various types of singers and their defects are given. 

Gayaka-s (singers) are classified as Ekala, Yamala and Brnda (those who sing 
alone, in duets and in chorus) 445 . This is followed by a description of Dosa-s (faults) 
of a Gayaka. 

At the end of the chapter are the definition of some musical forms such as glta, 
prabandha, suladi, namavali, curnika and natakam. 

At the end of the section, the author gives the description of Gita, Prabandha, Suladi, 
Curnika and Natakam. Among these, the definition of Suladi is as per the following 
sloka (NC, p 99): 

Dhruvadi Saptatalaisca Svara (Sarva) Bhasapadanya[dair]api 
Svararagaih Pragayante Su/adiriti Kathyate 

It is interesting to note that the term ‘Suladi’ has been used. It is also notable that this 
composition is said to be in Sarvabhasa (all languages). It also clearly establishes 
Suladi as a musical composition sung with Svara and Raga. 

5.2.9.3.2 Vadyadhyaya 

Vadya-s (musical instruments) have been classified into five types - Nakhaja, 

Vayuja, Carmaja, Lohaja and SarTraja. Several types of VTna have been named - 
Kacchapi, Kachata, Citra Mahati, Parivadini, Jaya etc. 446 This is followed by 

443 Vide Natyacudamani (NC, p 50) 

444 ibid (NC, p 51) 

445 ibid (NC, p 88) 

446 Vide Natyacudamani (NC, p 102) 
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description of the KinnarT Vina and the Turhbura. TheTurhbura has 7 strings tuned to 
the 7 svara-s 447 . The Dandige (a drone instrument) too has been described 448 . After 
this is a description of other instruments like the flute (Murali), conch (Sahkha), 
Mukhavina as well as percussion instruments like the Mrdanga, Dhakka, Dholu, 
Karhsya Tala etc. 449 The references to the musical instruments given in this chapter 
are discussed in detail in Chapter 6: References to music in Allied Arts and 
Inscriptions. 

5.2.9.4 Significance of the work 

This work has some concepts defined in a way different from other texts, such as 

• The association of Nada - Ahata and Anahata with Arohana and Avarohana 
respectively 

• Attributes of a svara such as good eyes, nose etc. 

• Combining the concepts of Varna and Gamaka with svara-s 

• Association of KGtatana-s with Raga-s 

• Mention of 18 sruti-s 

Apart from this, this work documents for the first time, some important developments 
in Laksya. These are: 

• The SGIadi form is described as one where the 7 Tala-s (starting with Dhruva) are 
used. The author says that the SGIadi is set to the Sapta (7) Tala-s starting with 
Dhruva and is in Sarva Bhasa-s (all languages). 

• Description of the Turhbura is given. This instrument has been mentioned for the 
first time in Laksana history. Description of a Dandige is also significant. 


447 ibid (NC, p 106-107) 

448 ibid (NC, p 104) 

449 ibid (NC, p 109-123) 
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It is also significant to note that the 32 Raga system has been elaborated upon. The 
Raga-s NTIambarT and VelahurT have been mentioned for the first time in a Laksana 
Grantha. 

5.2.10 Vivekacintamani 

5.2.10.1 Introduction 

Vivekacintamani is a work by Sri Nijaguna Sivayogi written in 1500 AD. This is an 
encyclopediac work which also contains some musicological information. Though 
this is not a Laksana Grantha in the strict sense of the word, a brief study of only the 
section pertaining to music has been done as it is relevant to the musicological 
developments of the Vijayanagara period. 

5.2.10.2 Source of the work 

A publication entitled ‘Nijagunara Samagra Krtigalu’ 450 which has the details of the 
music section of Vivekacintamani is the source which has been used here. 

5.2.10.3 Summary of the work 

• Orhkara is formed with the BTjaksara-s (basic syllables) ‘a’ ‘u’ and ‘ma’ 451 . 

• The ten types of Nada - Svara, Nirghosa, Nirnayadvhani, Vasadhvani, 
Kahaladhvani, Sahkhadhvani, Meghadhvani, Mrdaiigadhvani, Bheridhvani, 
Mandradhvani come from the Orhkaradhvani and are born in the Nabhi (navel), 
Ura (chest), Kantha (throat) and are seen in Hrdaya, Kantha, Siras as Madhura, 
Mandra, Tara - these three types of svara-s which in turn give rise to the seven 
svara-s starting from Sadja 452 . 

• The seven svara-s are born from the seven faces of Siva and manifest 
themselves in different parts of the body 453 . 


450 Nijagunara Samagra Kritigalu Ed. Dr. S. Vidyashankara, Directorate of Kannada and Culture, 
Bangalore, 1995 

451 Vide Vivekacintamani, SarigTtavicara, 500 

452 ibid, 501 

453 ibid, 502 
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• Different times of the day - afternoon, evening, night, midnight etc., sounds of 
different animals - peacock (MayGra), Buffalo (Vrsabha) etc., stars - Ardra, 
PGrvasadha, Revati etc., days - Amavasya, Trayodasi, Pancami etc., Rsi-s- 
AhgTrasa, Bhrgu, Kasyapa, Vasistha etc., deities - Camundi, Brahmi, Maheswari 
etc., colours - Arunabja, Kapila, Hema etc., Castes - Brahmana, Ksatriya etc., 
Rasa-s - Srngara, Hasya, Karuna, Raudra etc., Phala-s - Ayurvrddhi, Saubhagya 
etc. are all associated with Svara-s 454 . 

• The mapping of different sruti-s to svara-s is as follows 455 : 

Sadja - Gahvati, Niskala, GGdha, Sarale 

Rsabha - Madhure, Yavali, Ekaksari 

Gandhara - Bhrngajati, ParangTta 

Madhyama - Ranjaki, PGrni, Alankarini, Varhse 

Pancama - RenukT, Lalite, Tastuvarhse, Svaravarhse 

Dhaivata - Bhasangi, Vartaki, SampGrni 

Nisada - Prasanne, Sarvavyapi 

• The twenty-two Sruti Gamaka-s are: Sphurita, Pramalita, DTrgha, Lalitocchada, 
Gurustrita, Ullasita, Ullosita, Karhpita, SGksmita, DTrghata, DTrghalolita, 
LTIoccarita, LTIodTrgha, DTrghalalita, Prastuta, Kandita, Urjita, Ksipta, Hata, 
Aksipta, Samullasita, Komala. Karhpita, Sphurita, Kalina, Tribhinna, Saptada, 
Andolita, Ahata are the only seven DesT Gamaka-s 456 . 

• Raga is born with the six features Svara, Susvara, Suraga, Madhura, Aksara, 
Alankara and from the three Grama-s Sadjagrama, Madhyamagrama, 
Gandharagrama (which is prevelant in heaven). Sadjagrama and 

454 ibid, 503 

455 ibid, 504 

456 Vide Vivekacintamani, SarigTtavicara, 505 
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Madhyamagrama are prevelant on the earth and the Raga-s emerging from 
Sadjagrama are Daivadi, Nisadini, Sadjakesari, Sadjadivyavati, Sadjamadhyama, 
Raga-s from Madhyamagrama are Gandhari, Raksagandhari, 
Madhyamagandhari, Divyavati, Madhyamadivyavati, Pancamagandhari, 
Pancamendri, Nandayanti, Karmavyabhicari, Kausika 457 . 

• The six Ragajati-s are Suddha, Bhinna, Gauda, Astasadharana, 

Saptasadharana, Satsvara. In these, Sadjagrama, Madhyamagrama, 
Gaudapancama, Kausika, Sadharana, Malavakausika belong to the Suddhajati, 
Bhinnasadja, Bhinnatana, Bhinnakausika, Madhyamabhinna are the Bhinnajati 
Raga-s, Gaudapancama, Gaudakausika, Gaudamadhyama are the three 
Gaudajati Raga-s, Sadara, Dakkaraga, Malavipancama, Malavi, Kausika, 
Dakkakausika SamvTra, Hindola are eight Sadharana Raga-s, Nartaki, Kakubha, 
Sadjakausika, Bhramala, Pancabhramala, Pancamagandhara, RDpasadharana 
are seven Sadharana Raga-s, Thakka, Saindhavi, Pancama, Sadava, 

Devagupta, Gandharagupta, Kautikagupta, Upanga are eight Satsvarajati 
Raga-s. Thus thirty-six Raga-s are described 458 . 

• The thirty-four Raganga-s are Madhumadhavi, Sankarabharana, Hindola, 
Bangala, Gundakriya, SrTraga, Salaga, Abhrapancama, Divi, Ghantaraga, Gujjari, 
Somaraga, Dhanyasi, Desi, Desaksi, MalavasrT, Varali, Nagavarali, NagadTvi, 
Karnatakabangala. Kausika, Velavali, Suddhavali, Kambodhi, Nati, Sohari, Lalita, 
Andoli, Gaudi, Saindhavi, Nagadhvani, Ahari, Travali, Suddhahari, Kamboji, 
SrTkantha, Brhaspati, Daksinaditya, Dombakri, Gadastra, Saindhavi, Paurani, 
Bhinnapaurani, Camrali, Madhukari, Kalindi, Pulindi, Tarangi, Megharanji, 

Kuranji, Suddhavahini, Prathamamanjari, Natanarayani, Phalamanjari, 
Sayasodhare. The twenty-two Kriyanga-s are NTIotpalini, Ekacchavi, Johari, 
Utpalini, Kanarike, GTti, Raye, Tarangini, Gandhari, Golli, Rakkasi, Nadottari, 
Vasantabhairavi, Salangabhairavi, Gandhikambodhi, Simhavali, Kamodi, Devala, 


457 ibid, 506 

458 ibid, 507 
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Nadattari, Vasantabahgala. Upangavarali-s are Sindhuvarali, Kannadavarali, 
Dravidavarali, Prathamavarali. The Upangagujjari-s are Maharastragujjari 
Saurastragujjari, Dravidagujjari, Daksinagujjari. Upaiigagaula-s are 
Karnatakagaula, Desagaula, Turuskagaula, Malavagaula, Chayagaula, 
Saurastragaula, Dravidagaula. Upangatondi-s are Chayatondi, Turuskatondi. 
Salagopahga-s are Malahari, Bhairavi. Nati Upahga-s are Gori, Ramakarni. 
Laliteupatiga-s are Salaganati, Bhullajakuranji. Ramakriyaupatiga-s are Kolahala, 
Ramakriye. Kolahalaupanga-s are DevakrT, Trinetakri, BhutalakrT. Thus from four 
types of Ariga hundreds of Raga-s are born. From Grama, Jati and Anga, a 
hundred and fifty Raga-s are described 459 . 

• BattTsa or thirty-two Raga-s are RamakrT, Bhupali, Vasanta, Nati, Salaga, Bhauli, 
Kambodi, Gujjari, Bhairavi, Gundakri, Malahari, Dhanyasi, Lalite, Phalamanjari, 
Bangala, Desi, Devagandhari, Megharanji, Kuranji, Ahari, SrT, Pahadi, Gaula, 
Sindhuramakri, Sankarabharana, Bhullari, Desaksi, Varali, Devagupti, 
MangalakausTka, Narayani, Arabhi 460 . 

• The first eight are Purusa Raga-s. The remaining twenty-four are in order three 
StrT Raga-s for each of the Purusa Raga-s. Their assignment is as follows: 

Ramakriya - Vasantabhairavi, Santamalahari, Nadaramakriya 

Vasanta - Mukhari, Hindola, Vasanta 

Nati, Aharinati, Salaganati, HammTranati, Gujjarinati are the five Nati-s 

Salaga - Saurastragaula, Malavagaula, Ketaragaula, Chayagaula, 

Kannadagaula, Vasantagaula, Pratapagaula, Mohanagaula (the eight Gaula-s) 

Bhauli - Mecabhauli 

Kambodi - Gumma Kambodhi, Telugakambodhi 

459 Vide Vivekacintamani, Sarigltavicara, 508 

460 ibid, 509 
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? - Sokavarali, Vasantavarali, Jonivarali, Patravarali, Pratapavarali, 
Laksanavarali, Nagavarali - seven Varali-s 461 

• Gayaka (singer) has to have the following abilities: Examining Grama Varjya, 
seeing Janya-janaka, knowing the four types of Svara-s Kavula, Bombala, 
Narata, Misrita, Alapa, Bhajavane, Chaya (Thaya), doing Alapa with Nadavati, 
Nandavati etc. , the four RTti-s Gaudi, Vaidarbhi, Pancali, the four Dandi-s 
Daru, Pari, Vikrti, Vindana, not having the fifteen bad qualities of Kampita, 
Cintita, Anunasika etc. - who sings thus, is a Gayaka (singer) 462 . 

• Tata (string), Avanaddha (skin), Susira (wind) and Ghana (metallic) 
instruments are those comprising and similar to VTna, Avuja, Vasa, Tala 463 . 

• Twenty-two types of stringed instruments are Vipanci, Citrika, Citraghosavali, 
Lakulasthi, Kurmiki, Kubjiki etc. They can be classified as Dukkadi, 
GTtanuganta (accompaniment for melody), Srutanuganta (drone 
accompaniment), Ubhayanuganta (accompaniment for both), VTnanuganta. 
These should be played according to the Raga and knowing the differences 
between the seven svara-s and knowing Janya - Janaka Raga-s 464 . 

• Eighteen types of Vasa (flute) are those spanning eighteen, seventeen, 
sixteen, etc. inches upto one inch and are known as Jativasa, Sajativasa, 
Sukumarivasa etc. Knowing the features of these flutes and doing Alapa with 
twenty-four types of Kalapa, Hellane etc. and in the forty-four ways Arohi, 
Avarohi etc. such are the Vasa Vilasi-s 465 . 

• Suddha, Salaga, SankTrna, Thavane - joining together these four types of 
Mrdatiga-s, following the different types of Kattara, Bottu, Gada etc. , following 
Tvankya, Alingya, Grdhva - these three ways of holding the Mrdanga - these 


461 ibid, 510 

462 Vide Vivekacintamani, SarigTtavicara, 511 

463 ibid, 512 

464 ibid, 513 

465 ibid, 514 
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are the Maddala players. Kanthavuja, Patavuja, KudGpavuja, Adavuja are the 
four types of Avuja-s played by Avuja players 466 . 

• In Tala, ‘Ta’ stands for Rudra, ‘La’ stands for Parvati. Two Tala-s (?) together 
is a Dhruva, two Dhruva-s together is a Matra, two Matra-s are Laghu, Three 
Matra-s are Pluta, One Pluta and half Pluta (four and a half Matra-s) is Virama 
Matra. Kriya-s can be done in AtTta, Anagata, Vartamana manner. Kala, 
Marga, Kriya, Ahga, Jati, Graha, Kala, Laya, Yati and Prastara are the Tala 
Dasaprana-s 467 . 

• Dhruva, Matthya, RDpaka, Jampe, Tivude, Ata, Eka, Caccaputa, Cacaputa, 
SadgTta, Patracchada, Savyacita, Sammita, Elajombada etc. are hundred and 
one Tala-s which can be classified into six classes as Bhangatala-s, 
Upabhangatala-s, Vibhangatala-s, Suddhatala-s, Anutala-s which have 
Sankhyabheda-s as explained by those who know Bharatasastra in Tala. 468 . 

5.2.10.4 Significance of the work 

This important work is encyclopediac in almost all aspects of musicology. As the 
work is dated around 1500 A.D., (approximately in the heyday of the Vijayanagara 
Empire), it also represents an accurate picture of the state of music which had 
developed in that period. Among Raga-s, the classification of Raganga, Kriyanga 
etc. in addition to the thirty-two Raga system is given. The enunciation of the BattTsa 
Raga system is a ready reference for the system of Raga-s referred to by musical 
composers of this period including the VTrasaiva-s and Haridasa-s. In the field of 
Tala, the listing of Tala Dasa Prana-s shows that they had musicologically become 
prominent since their first definition in the TaladTpika. The mention of the Suladi 
Sapta Tala-s Dhruva, Matthya, etc. first in the list of Tala-s before other Marga and 
DesT Tala-s indicates their popularity and musicological acceptance. The huge 
number of DesT Tala-s mentioned also indiates the proliferation of DesT Tala-s. This 

466 ibid, 515 

467 ibid, 516 

468 Vide Vivekacintamani, SarigTtavicara, 517 
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work is also a good source of information on various types of instruments used in the 
Vijayanagara period. 


5.3 Musicological Trends seen in the treatises 

Upon analysis of the musicological works mentioned above, certain trends emerge in 
different areas during the Vijayanagara period, which can be summarized as follows: 

5.3.1 The Svara System 

Catura Kallinatha-s Kalanidhi commentary and Sri Ramamatya’s Svaramelakalanidhi 
are the two works which describe the revolutionary changes which took place during 
this period. 

In Kalanidhi, Catura Kallinatha mentions the following important developments in 
certain specific DesT Raga-s: 

• Rsabha and Dhaivata could now increase their sruti values, which lead to 
their occupying positions of the next svara-s Gandhara and Nisada 
respectively. 

• Madhyama Grama Pancama takes a new look as Vikrta Madhyama or a 
variant of Madhyama. 

• Sadja does not change its sruti value 

None of the above were permissible according to the rules defined in musicological 
works earlier. The above developments had the following implications - Sadja and 
Pancama became ‘Prakrti’ or invariant. Madhyama could now increase sruti values. 
Vikrti was now defined for ri, da and ma by increase in sruti values. Even earlier Ga 
and ni could become Vikrta only by increasing their sruti values. So, now except for 
sa and pa which could not change, all svara-s could get Vikrti only by increase in 
sruti values and not by decrease of sruti values or by other adjacent svara-s 
changing their sruti values. 
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It must be noted that these developments were described as an exception in the 
case of certain DesT Raga-s and not the norm. 

In Svaramelakalanidhi, the changes in the Svara system mentioned above were 
described as the norm and not the exception. Sri Ramamatya further extends on 
this new system by defining the now redundant Cyuta Sadja and Cyuta Pancama as 
varieties of Nisada and Madhyama respectively. (This was because Sadja and 
Pancama were now invariant and could not reduce sruti values to attain the values of 
Cyuta Sadja and Cyuta Pancama respectively). This implied that Nisada and 
Madhyama now demonstrated an increase in sruti values. SrT Ramamatya also 
records the upward movement of Rsabha and Dhaivata . Since they now occupy the 
positions of Gandhara and Nisada respectively, the implication is that a particular 
pitch position can be either Rsabha or Gandhara in the first case Dhaivata or Nisada 
in the second case. This was a revolutionary concept in Indian music - i.e. two 
svara-s occupying the same pitch position in different instances. 

Another change formalised by SrT Ramamatya was the merging of two adjacent 
svara-s Antara Gandhara and Cyuta-Madhyama, Kakali Nisada and Cyuta Sadja. 

His description of the fretted Vina shows the practical application of this merging. 

This again was a seminal change which laid the foundation of the Svara system that 
remained in Karnataka music for centuries to come. 

5.3.2 The Mela System 

SrT Vidyaranya inaugurated the concept of the Mela system in Karnataka music. His 
system, quoted by SrT Govinda DTksita in Sangitasudha describes fifteen Mela-s to 
which fifty Raga-s are attached. SrT Ramamatya describes twenty Mela-s. His 
description of the svara system incorporating the developments mentioned above is 
synchronous with the descriptions of the svara-s for the Mela Raga-s. In 
SangTtasudha, Govinda DTksita describes Vikrta svara-s in a manner similar to the 
SangTtaratnakara. However, while describing the characteristics of the Mela-s, he 
mentions Satsruti Rsabha and Satsruti Dhaivata which are not as per Sarngadeva’s 
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system. It must be mentioned that he quotes SrT Vidyaranya for the Mela system but 
not for the Svara system. So it is not clear what the system of Vikrta svara-s as per 
SrT Vidyaranya is. 

A comparison of the two Mela systems would be interesting at this point. It is seen 
that 15 Mela-s which are in SrT Vidyaranya’s system are also present in SrT 
Ramamatya’s system. In many instances, SrT Ramamatya uses Cyuta-Madhyama- 
Gandhara instead of Antara Gandhara and Cyuta-Sadja-Nisada instead of Kakali Ni 
sada used by SrT GovindadTksita. 

In the table below, ‘V’ stands for SrT Vidyaranya and ‘R’ stands for SrT Ramamatya. 


Author 

Raga 

sa 

ri 

ga 

ma 

pa 

da 

ni 

V 

Natta 

Suddha 

Satsruti 

Antara 

Suddha 

Suddha 

Satsruti 

Kakali 

R 

Suddha Nati 

Suddha 

Satsruti 

Cyuta- 

Madhyama 

-Gandhara 

Suddha 

Suddha 

Satsruti 

Cyuta- 

Sadja- 

Nisada 










V 

Gurjari 

Suddha 

Suddha 

Antara 

Suddha 

Suddha 

Suddha 

Kakali 

R 

Mayamalavag 

aula 

Suddha 

Suddha 

Cyuta- 

Madhyama 

-Gandhara 

Suddha 

Suddha 

Suddha 

Cyuta- 

Sadja- 

Nisada 










V 

Varati 

Suddha 

Suddha 

Suddha 

Satsruti 

Suddha 

Suddha 

Kakali 

R 

Suddha Varati 

Suddha 

Suddha 

Suddha 

Cyuta- 

Pancama- 

Madhyama 

Suddha 

Suddha 

Cyuta- 

Sadja- 

Nisada 
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Author 

Raga 

sa 

ri 

ga 

ma 

pa 

da 

ni 










V 

SrT 

Suddha 

Pancasruti 

Sadharana 

Suddha 

Suddha 

Pancasruti 

Kaisiki 

R 

SrT 

Suddha 

Pancasruti 

Sadharana 

Suddha 

Suddha 

Pancasruti 

Kaisiki 










V 

Bhairavi 

Suddha 

Pancasruti 

Sadharana 

Suddha 

Suddha 

Suddha 

Kaisiki 

R 

Hindolam 

Suddha 

Pancasruti 

Sadharana 

Suddha 

Suddha 

Suddha 

Kaisiki 










V 

Sarikarabhara 

na 

Suddha 

Pancasruti 

Antara 

Suddha 

Suddha 

Pancasruti 

Kakali 

R 

Sarariganata 

Suddha 

Pancasruti 

Cyuta- 

Madhyama 

-Gandhara 

Suddha 

Suddha 

Pancasruti 

Cyuta- 

Sadja- 

Nisada 










V 

Aharl 

Suddha 

Pancasruti 

Sadharana 

Suddha 

Suddha 

Suddha 

Kakali 

R 

Aharl 

Suddha 

Pancasruti 

Sadharana 

Suddha 

Suddha 

Suddha 

Cyuta- 

Sadja- 

Nisada 










V 

Vasanta 

Bhairavi 

Suddha 

Suddha 

Antara 

Suddha 

Suddha 

Suddha 

Kaisiki 

R 

Vasanta 

Bhairavi 

Suddha 

Suddha 

Cyuta- 

Madhyama 

-Gandhara 

Suddha 

Suddha 

Suddha 

Kaisiki 
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Author 

Raga 

sa 

ri 

ga 

ma 

pa 

da 

ni 

V 

Samanta 

Suddha 

Satsruti 

Antara 

Suddha 

Suddha 

Satsruti 

Kakali 

R 

Samanta 

Suddha 

Satsruti 

Antara 

Suddha 

Suddha 

Satsruti 

Kakali 










V 

Kambodi 

Suddha 

Pancasruti 

Antara 

Suddha 

Suddha 

Pancasruti 

Kaisiki 

R 

Kambodi 

Suddha 

Pancasruti 

Antara 

Suddha 

Suddha 

Pancasruti 

Kakali 










V 

Mukhari 

Suddha 

Suddha 

Suddha 

Suddha 

Suddha 

Suddha 

Suddha 

R 

Mukhari 

Suddha 

Suddha 

Suddha 

Suddha 

Suddha 

Suddha 

Suddha 










V 

Ramakriya 

Suddha 

Suddha 

Antara 

Satsruti 

Suddha 

Suddha 

Kakali 

R 

Suddha- 

ramakriya 

Suddha 

Suddha 

Cyuta- 

Madhyama 

-Gandhara 

Cyuta- 

Pancama- 

Madhyama 

Suddha 

Suddha 

Cyuta- 

Sadja- 

Nisada 










V 

Kedaragaula 

Suddha 

Pancasruti 

Antara 

Suddha 

Suddha 

Pancasruti 

Kaisiki 

R 

Kedaragaula 

Suddha 

Pancasruti 

Cyuta- 

Madhyama 

-Gandhara 

Suddha 

Suddha 

Pancasruti 

Cyuta- 

Sadja- 

Nisada 










V 

Hejjujji 

Suddha 

Suddha 

Antara 

Suddha 

Suddha 

Suddha 

Suddha 

R 

Hejjujji 

Suddha 

Suddha 

Antara 

Suddha 

Suddha 

Suddha 

Kakali 










V 

Desaksi 

Suddha 

Satsruti 

Antara 

Suddha 

Suddha 

Pancasruti 

Kakali 
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Author 

Raga 

sa 

ri 

ga 

ma 

pa 

da 

ni 

R 

Desaksi 

Suddha 

Satsruti 

Cyuta- 

Madhyama 

-Gandhara 

Suddha 

Suddha 

Pancasruti 

Cyuta- 

Sadja- 

Nisada 


The additional five Mela-s which are present in Sri Ramamatya’s system are: 

• Kannadagaula 

• Nadaramakriya 

• RTtigaula 

• Samavarali 

• Revagupti 


The svara attributes of the above as per SrT Ramamatya are given below: 


Raga 

sa 

ri 

ga 

ma 

pa 

da 

ni 

RTtigaula 

Suddha 

Suddha 

Suddha 

Suddha 

Suddha 

Pancasruti 

Kaisiki 

Kannadagaula 

Suddha 

Satsruti 

Cyuta- 

Madhyama- 

Gandhara 

Suddha 

Suddha 

Pancasruti 

Kaisiki 

Revagupti 

Suddha 

Suddha 

Antara 

Suddha 

Suddha 

Suddha 

Suddha 

Samavarali 

Suddha 

Suddha 

Suddha 

Suddha 

Suddha 

Suddha 

Kakali 

Nadaramakriya 

Suddha 

Suddha 

Sadharana 

Suddha 

Suddha 

Suddha 

Cyuta- 

Sadja- 

Nisada 
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Of the above, Samavarali is not present in SrT Vidyaranya’s sytem as either a Mela 
or a Raga belonging to a Mela. The features of the remaining four Raga-s are given 
as per Sri Vidyaranya’s system: 

Kannadagaula: It belongs to Samanta Mela and does not have Madhyama. 

Nadaramakriya: Belongs to Gurjari Mela. It has Antara Gandhara and not Sadharana 
Gandhara as stated by Sri Ramamatya. 

RTtigaula: It belongs to SrTraga Mela and does not have Suddha Rsabha and Suddha 
Gandhara. (i.e. has Pancasruti Rsabha and Sadharana Gandhara). 

Revagupti: It belongs to Gurjari Mela and does not have Madhyama and Nisada. 

5.3.3 Tala System 

The DesTTala system underwent some fundamental changes in this period. These 
can be summarised as follows: 

• Proliferation of DesTTala-s: In the works TaladTpika, SangTtasuryodaya and 
Vivekacintamani, we come across a list of more than a hundred DesTTala-s, 
some of which are created by the authors themselves. 

• Evolution of the Tala-dasa-prana concept, developments in Ahga and Jati: The 
Tala-dasa-prana-s were defined for the first time in TaladTpika. In the subsequent 
works, SangltasGryodaya and Talakalabdhi, these have been elaborated upon. 
Vivekacintamani lists these Dasa-prana-s. The Ahga concept saw new 
development in the form of the emergence of the Anudruta, which evolved from 
Virama. The Jati concept, defined with respect to Marga Tala-s in the TaladTpika 
transformed into Jati being in terms of Laghu aksara-s or Varna-s which spanned 
the Laghu Ahga. Even prior to TaladTpika, the variability of the span of Laghu has 
been recorded by Kallinatha. 

The evolution of the Tala-dasa-prana concept during the Vijayanagara period is 
dealt with in detail in my paper entitled ‘Evolution of the Tala-dasa-prana concept 
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as seen in the Musicological Works of the Vijayanagara Empire’ 469 This paper 
presents a study of Taladasaprana-s with respect to musicological works 
pertaining to the Vijayanagara court and also takes into consideration some other 
contemporary musciological works such as Nartananirnaya and Rasakaumudi in 
order to get a more complete picture of the musicologial developments in this 
period. 

• Evolution of the Suladi-Sapta-Tala-s 

The evolution of the Suladi Sapta Tala-s is seen in the musicological works of the 
Vijayanagara empire. In addition to the muscicological works described earlier in this 
chapter, an examination of other musicological works SangTtaratnakara (SR), 
SangTtopanisadsaroddhara (SUS), SahgTtasiromani (Ssi), Nartananirnaya (NN), 
Rasakaumudi(RK), RagatalacintamanT (RTC), CaturdandTprakasika (CDP) gives a 
more complete picture. This has been analysed in detail in Chapter 4: Musical 
Compositions of the Vijayanagara Empire under the section on Suladi-s. A summary 
of this analysis is presented in the form of a table below: 
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My paper 'Evolution of the Tala-dasa-praria concept as seen in the Musicological Works of the 
Vijayanagara Empire’, to be published by Sangeet Research Academy, Kolkotta in December 2013. 
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5.3.4 Forms 

In the Kalanidhi commentary of Kallinatha, Suda’ has been defined as a ‘DesT 
(meaning ‘local’ here) language word which signifies a special set of GTta-s. 
Kallinatha also talks about changes in the Dhruvaka Prabandha of the Salagasuda 
Prabandha variety. This is an important observation which gives insight into the 
evolution of the Salagasuda-s into Suladi. 

SangTtasGryodaya describes new forms in contemporary Laksya such as KoulG 
(Khayal?) and Gajalu (Ghazal?) which are supposed to have come into Indian music 
due to ‘Turuska’ (Muslim) influence. It is notable that these have been described as 
suitable for Jakkadi Nrtya in Nartananirnaya (NN, 4, 835-868). 

NatyacGdamani gives for the first time a description of the Suladi-s which it says 
occurs in several languages. It also describes Gita, Prabandha, Namavali, CGrnika 
and Natakam. 


330 




Chapter 5 


Laksana Granthas of the Vijayanagara Period 


SahkTrtanalaksanamu gives and elaborate description of different types of Padam-s 
likening them to Desaila Prabandha-s and describing their features such as metrical 
structure and language. The different varieties of Padam-s given in this treatise can 
be studied with respect to contemporary compositions, especially those of the the 
Tallapakam composers. 

The information given in the above treatises about new developments in these 
treatises, though not abundant, does present the picture of evolution of certain types 
of forms such as the Suladi and different types of Padam-s in the Vijayanagara 
period. 

5.3.5 Raga system 

Catura Kallinatha tries to reconcile the discrepancy between contemporary practice 
and theory and gives contemporary features of certain Raga-s. Apart from the 
changes in Vikrti svara-s in certain Raga-s, he talks about Madhyama Grama Raga-s 
now having Sadja as Graha Svara and also certain changes in Lopya svara-s (svara- 
s to be omitted) in certain Raga-s. Natyacudamani records the existence of Raga-s 
such as NTIambari and Bilahari for the first time. It is also significant to note that the 
thirty-two Raga system has been elaborated upon in this work. This work also gives 
the classification of SampGrna, Sadava and Auduva of Raga-s. Svaramelakalanidhi 
presents an in-depth analysis of Raga-s and classifies them as superior, middling 
and inferior. The Raga is not associated with Grama-MGrchana-Jati system in this 
work. This treatise also gives the classification of SampGrna, Sadava and Auduva for 
various Raga-s. 

5.3.6 Instruments 

For the first time in the Vijayanagara musicological treatises, NatyacGdamani 
mentions the DandTge and TambGra, both of which were drone instruments. As seen 
in Haridasa literary references, the TambGra came into existence in the Vijayanagara 
period. It is interesting to note that the TambGra is said to have seven strings tuned 
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to the seven notes as per this treatise. It also describes several instruments of 
various types. 

Vivekacintamani mentions several instruments, especially eighteen types of flutes of 
various dimension. The Svaramelakalanidhi has a totally different approach. Rather 
than describe the physical attributes and construction of a VTna, he gives the 
description of the tuning and fretting of a VTna in a detailed manner. Some of the 
special features of his description can be seen below: 

• Placement of frets using the concept of SvayambhG svara-s. 

• Two octaves Anumandra and Atitara Sthayi-s added to the VTna. 

• Extra three strings which are placed perpendicular to the four main strings and 
tuned to sa, pa, sa in the VTna. 

• Pakka Sarani technique to determine which string should be used to play a 
particular svara. This is known as and was introduced for the first time. 

• The tuning system for Madhyamela VTna introduced by SrT Ramamatya in vogue 
in the VTna in Karnataka Music even today. 
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5.4 An image of the Talalaksanam Manuscript R7979 from GOML, Chennai: 
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5.5 An image of the TaladTpika Manuscript R770 from GOML, Chennai: 




rTW 1 ^ ITt >7) rti T7, r A i w Iri * * 
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Chapter 6 Reflections Of Music In Kannada Literature, Inscriptions And 
Allied Arts 

6.1 Introduction 

This chapter gives an overview of the information about music which is found in Kannada 
literature, Kannada inscriptions and other fine arts such as dancing sculpture and 
architecture in the Vijayanagara Period. These have been studied with reference to 
contemporary, prior and later Laksana Grantha-s (musicological works) as applicable. 

6.2 Information about Music in Kannada Literature of the Vijayanagara period 

6.2.1 Raga-s in Kannada Literature 

In Kannada literature, we come across references to Raga names. These give us an idea of 
the Raga-s prevelant in the time period when the work was composed. These references 
have been discussed in detail in comparison with contemporary Laksana Grantha-s and 
Laksya in the Chapter 4: Musical Compositions of Vijayanagara. 

Some instances of Raga names occurring in Kannada literary works of the Vijaynagara 
period are as follows: 

• Sobagina Sone by Deparaja (1424-46 AD), 24, 35 


Padi Vasanta SankTrna Desaksiyu 
Gudida Salarigagalemba 
Gadikatiyaru Ganavanalapava 
Madidarandamararu Sole 

• Singiraja Purana by Singiraja (1500 AD), 38, 11 


Mala vsn Todi Dhanyasi Nati Ban- 
Gala Bhairavi SindhudesTDesali Hin- 
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Dola Naranigaula Saurastra Gurjari Vasanta Saveri Chaya 
Gaula Malahari Lalite Bahuli RJti (Lalite) 

Gaula Mangalakausi (Bahgala) Megharahjaniyu BhO 
Pali Modalada BattTsaragaiigalim Padutirdaru Satiyaru 


• Praudharayana Kavya by Adrsya Kavi (1430 AD), 86, 7, 14 


Mereva Sri Kalyani Te/uga Kambodhi su- 
Smarasakha Bhairi Sarahga Ghantapali 
Purusaragamimentu Sahita 

• In BhTmakavi’s Kannada translation (1369 AD) of the Basava Purana by Palkurki 
Somanatha, the Raga-s Malahari, Lalite, Dhanyasi, Mangalakosi, Desaksi, Kuraje, 
Gujjari, DesT, Velavuri, Tondi, Citra, Velavuri, Kambhavari, Madhumadhavi, Kamboji, 
MalavasrT, Megharanji, Varali, Sindhuvarali, Nagavarali, Devakriye, Salaga Nati, 
Bhupali, Gaulapancaka, Bahuli, Bahgala, Gundakriya, Phalamanjari, Ramakriya, 
Devagupti, Bhairavi have been mentioned 470 . 


In some works, apart from the mention of the Raga names, the classification of Raga-s into 
Raganga, Kriyanga, DesT, Marga etc. is given. Below are the instances of these: 

• Dharmanatha Purana by Bahubali Pandita (1352 AD), 3, 90 


Gundakri, Desi, Desaksi, Malavasri, Varali, Malahari 
Gujjari, Gauli, Bahgala, Nata, Kambodi 

470 Vide Chapter 2 ‘Sahityadali Sanglta’ of Kannada Sahitya, Sasanagalalli SangTta Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 25. 
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Vasanta Vibhra Maricidipa Ghantaravadiyadaneka 
Raganga Kriyanga Desiya A^a/g^i/e/T^abhedadolum 


• Aradhyacaritra by Nilakanthacarya (1485 AD), 45 


Piridum Kriyarigadidam Mattuparigadim 
Parama Bhasahga Ragarigalim Maguldu 

Karameseva Sadjamukhya Gramasandohadim Janisi Tolagutirpa 
SarasaranTda Madhyadol Srutigamaka 
Surucira Svara Sambhavagalenisuva Mano- 
Haratara SrTragamadiyageseva Nutana Lalitaragarigalam 


• Abhinavabhidhanam by Marigarasa (1398 AD), 5 


Udisidavu Raganga, Bhasahgama Kriyahgamupahgavemba 


• Vaibhogarajasthana by Prabhuga (1520 AD) mentions Bhasahga, Kriyanga and 
Upariga Raga-s which number 101 471 . 


6.2.2 Tala-s in Kannada Literature 

In the Chapter 4: Musical Compositions of Vijayanagara, references to Kannada Literature 
on Tala have been mentioned where relevant. A detailed description of the evolution of the 


471 ibid, p 33. 
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Suladi Sapta Tala-s has also been given. The technical terms related to Tala have been 
described in Chapter 5: Laksana Grantha-s of the Vijayanagara Empire. 


Some of the Tala-related references in Kannada literature is given as follows: 

• SirigTraja Purana by Sihgiraja (1500 AD), 38, 8 
Caturasra Misra Khandantryasra Nalkarolu 

Druta Laghu Guru Pluta Catustayadi Kra m 6- 

Nnata Kala Marga Kriyarigakale Modalada Dasavidha Pranahgala 

Matadolu Prastara Jatiyupajatigala 

Nare Vivekadolaridu Nurondu Talamam 

Satasahasra Mukhadindalottutiha Tala Dhrarariganeyaroppirdaru 

The above verse describes important concepts in Tala which are as given below: 

o The Jati-s Caturasra, Misra, Khanda, Tryasra are named 
o The Ariga-s Druta, Laghu, Guru, Pluta are named 

o The Dasa Prana-s have been named as Kala, Marga, Kriya, Ariga, Kale etc. 

(Modalada). Prastara has also been mentioned, 
o 101 Tala-s have been mentioned 


• Pampasthana Varnanam by Candrasekhara (1430 AD), Vacana 76 
Mattama Kalantakanenisirpa Virupaksa Nolagadalli Marga DesiEmbittereda 
Taladharigalolage Desiya Ta/a^ara/n Tannudlyolirda Talamarn Tegedukondu 
Penedirda Manigondeyangalam Nerpadisi Siva Sakti Bhedamam Nodi 
Balagaiyedagaiygalim Teledu Bhajisi Balagaiyanetti Podamattu Upangada Kahaleya 
Srutiyam Kudikondu Kademodalillada Talamam Druta Laghu Guru Plutahgalam 
Pavange Tandu Desiya Taladolage Otterati Muverati Modalada Layadim Cit rata ram 
Modalada Margamgalim sama Modalada Yatiyam ArM Toruva Caccaputa Cacaputa 
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Aditala Kandarpa Darpana Ca/ra/7 Modalada Talarigalalavadeyedevariyade Manavattam 
MTrade Sama Visama Grahaniyamam Tap pad e Talavidiragade Avilambitam BTrade 
Caccafcf/a doleccarikegundade Kalasadalli Kausalagedade Kalamana Gurupattigala 
Pariyanaridu Vividhavadyarigalam Torina Bhedarigalam Tilidu Dasapranahgala 
Maisiriyanalavadisi Paduva Bandhavyaptigalam Meydorisi Kattaleyanugghadisi 
Nartakiyaneccarisi Tanna Janmeya Binnanam BTri Kelisuttirdanantumalladeyam 

The above section is a treasure of many technical terms related to Tala. These can be 
seen as follows: 

o Tala-s have been classified as Marga and Desi. The Marga Tala-s 
Caccatputa and Cacaputa and the Desi Tala-s Adi, Kandarpa, Darpana, 
Carcari have been named. 

o The term ‘Anga’ has been used for Druta, Laghu, Guru, Pluta 
o The terms Otterati and Muverati have been mentioned for types of Laya. 
o The Marga-s have been defined as Citratara etc. (Modalada). 
o The term Yati has been used. 

o The Graha-s Sama and Visama have been mentioned, 
o The Prana Kala has been referred to as ‘Kalamana’ indicating time duration, 
o The term Dasaprana in conjunction with Tala has been used. 


An unusual term which has been mentioned above is ‘Otterati, Muverati’ for Laya. Dr. S. 
Nagendra Sastri, in his PhD Thesis on Musical References in Kannada Literature has 
analysed the possible explanation for this term, based on the Kannada interpretation of 
‘Ottu’ and ‘Yerati’. He suggests two possibilities: 

o This indicates a progression of Laya - Otterati represents 4 aksara-s, 
Muverati represents 6 aksara-s and so on 
o Otterati represents two aksara-s per beat, and Muvera ti represents three 
aksara-s per beat 


However, it is difficult to correlate these terms to the Laya terms used in musicological 
treatises - Druta, Madhya and Vilamba. 
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• Vaibhoga Rajasthana by Prabhuga (1520 AD) 472 

Mattama Ghananada Priyanada Vaibhogarayanoladol Desiya Margamemberadu Tereda 
Tala Laksanam Tannaraivandu Karamopputtiratikusalanappa Taladharam 
Chandavenindadembante Tanagucitamappa Taladolnindu Misuniya 
Karandadolagantappubattantegadante Suvarna Pulukina Battegavasanigeyim Talamam 
Tegedukondu Sesavasugigalenisuva Tatsutrarigalam Samangolisi Tanagidalillendu 
Talakke Melayisida Bindugalam Nerpadisi Surya Sudhamsu Bhedamanaridu 
Ghatyaghatakam Tilidu Vama Daksina Hastadol Sastramagi Pididumapatige 
Namaskaram Madi Bittaradindottiyettu A^g/?5/?? Tappade Dhruta Laghu Guru Plutahgala 
Matreyam Manadegondu Sakalavadyarigalam Tanna Kaiyodagina Korinoloreyarigadam 
Tolageydu Sallalitamappella Talarigalonolakondu Matheya 

Padimatheyavambudhiyatatalamekatalarate Modalada DesTya Laksanarigalam Tori 
Daksina Vartaka Citra Citrataravaticitrata Modaladaravembavarggarigalda 
manugolisibandu JakkadT Cavupada Dharupada Pattegala Kattaleyanaridu Caccatputa 
Caru(ca)puta Satpitaputraka Sampadvestika Darppana SimhalTle Kandarpa Modalada 
Talahgalam Seruvege Tandu Babi Paripeccukundam PorddTyade MTru Bappagari 
Dorade Kaiyabalabalakeyam Balayisi Kala Dolmayigundade Margadolmayisiride 
Padakriyem (Gadade) Yolnayamgedade Nacca... Yalaccarikeyam Bidade Sama Visama 
Graha Niyamam Tolagade Jatiyo[ Jatanam Palisade Kaleyolkramam Tappade Layaddt 
Nudiyara Sollunillade Yatimanavempagade Sabdamugphadisi Saraldori Basimoharadol 
Mohini Kalasadol Kautukamam Kanisi Sarvara Manamanurvvisi Vilasadim Talamam 
Kelisutirddanantumalladeyam 

We come across many technical terms related to Tala in the above passage. These can 
be classified as follows: 


472 Vide Chapter 2 ‘Sahityadali Sarigita’ of Kannada Sahitya, Sasanagalalli Sarigita Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 53. 
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o Desi and Marga Tala-s have been mentioned. For the former, Darp(p)ana, 
SimhalTIa, Kandarpa Tala-s have been named. For the latter, Caccatputa, 
Cacaputa, Satpitaputraka, Sampakvestaka have been named, 
o ‘Mana’, apparently referring to Kalamana or the Prana Kala has been mentioned. 

Kala has also been referred to separately, 
o Dhruta, Laghu, Guru and Pluta have been referred to. 
o Matheya, PadTmatheya, Atatala, Ekatala, Rati Tala-s have been mentioned, 
o The Marga-s Daksina, Varta(i)ka, Citra, Citratara, Aticitratara have been 
mentioned. 

o Sama, Visama Graha-s have been mentioned. 

o Jati and Laya have been mentioned but the names of different Jati-s and Laya-s 
have not been given. 


• Sanatkumara Carite by Terakanambi Bommarasa (1485 AD), 4, 10-13 


Sarasa GTtada Srutige Natipala 
Carana Kamala Nyasada rigane 
Karadolottuva 7a/a/5ya kanusariyahudenisi 


Paduvalalayavendu Nartana 
vaduvala Padagatiyanariduli 
Nodi Guru Laghu Druta Plutahgala Sarvaparivididu 


S u I a b h a suladigalanelanu 
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In the above verses, we find references to Tala, Laya, the Ariga-s Guru, Laghu, Druta, 
Pluta and the Suladi Sapta Tala-s. 

• Padmaraja Purana by Padmanaka (1385 AD), 9, 37 


Talalaya Sangita Vadyayatigalagatige 


Palidappade Nartanangeydu Kelisuva 


• Padmaraja Purana by Padmanaka (1385 AD), 3, 2 


Jatiya Samprayogisi Kaleyampattisi.... 


• Padmaraja Purana by Padmanaka (1385 AD), 3, 61 


Kalandilidu Margamam Narisi Sat Kriya 

Halamam Sphurisiyucita/^a/77£/77Sangalisi 

Lola Grah a da Neleyaridu o/a/yyasamprayogisi Aa/ej/a pattisi 

Mele Laya mam Niyatigeydu Yati Yanamarci 

Lalita Prastaraja Prayogajamada 

Talamam Laksya Laksanavamara/ettiSahdad\Qa\a'rac'\s\ Kude 


In the above lines, we see references to Tala, Laya and the Tala Prana-s Marga, Kriya, 
Ariga, Graha, Jati, Kala(e), Laya, Yati and Prastara. 
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• Nagakumara Carite by Kalyana Kirti (1445 AD), 9, 22, 95 


Meredalu Pusparijaliyembure Bhayakara Meccinolu 
Mandaladolu Druta Madhya VHamba Mai Gondire Kaiyadavugala 
In the above lines, we see references to Tala, Laya and Jati. 

Nagakumara Carite by Kalyana Kirti (1445 AD), 9, 22, 98 
Dhruva Mattiya Suladitaladi Rasabhavanereye Mandaladolu 

In the above lines, we see references to Druta, Madhya and Vilamba Laya-s and the 
Suladi Sapta Tala-s starting with Dhruva and Mattiya. 

• Dharmanatha Purana by Bahubali Pandita (1352 AD), 2, 29 
Dhruva Mattheyam Padimattheyam Attataladekka 

Rupakam Raceyavembelumtereda Talakramadindile 

Jhombade Trivaligalam Sulakramadim 

Sabhapatiyamkamaleyam Paduva Samayadol 

In the above lines, we find a reference to the Suladi Sapta Tala-s Dhruva, Mattheya, 
PadTmattheya, Atta, E(k)ka, Rupaka, Raceya, Jhombada and Trivali. 


6.2.3 Musical Forms in Kannada Literature 

In Kannada literature pertaining to the Vijayanagar period, we find some references to 
various musical forms. The technical terms related to Prabandha-s have been described in 
Chapter 1: Indian Music before the Vijayanagara Period. Folk forms have been described in 
Chapter 4: Musical Compositions of the Vijayanagara period. A few of the references to 
these in Kannada literature is given below. 
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6.2.3.1 Prabandha 

• Pampasthana Varnanam by Candrasekhara (1430 AD), Vacana 73 

Svara Pada Patha Biridu Tala Tenarigalim Bannambedeva Elakarane Jhompada Derike 
Modalada Sabdasudamam Dhruva Matteya Rupaka Jhampe Tivide Atatala Ekatala 
modalada Salaga Sulamam Paduvalli... 

Here the Ariga-s of a Prabandha 473 have been elaborated upon - Svara, Pada, Patha 
etc. The different types of Suda Prabandha-s Ela, Karana etc. and Salaga Suda (Sula 
here) Prabandha-s Dhruva Matteya etc. have been mentioned. 

• Singiraja Purana by Sihgiraja (1500 AD), 38, 10 
Avanibaddha Vibaddhagala Serumeyol 

Here, Anibaddha and Nibaddha (Avanibaddha and Vibaddha) types of Prabandha-s 
have been mentioned. 

Other than these, Prabandha-s sung/played as accompaniment to dance have also been 
mentioned in Kannada literature of the Vijayanagara period. These have been described 
later in this chapter. 

6.2.3.2 Folk Forms 


• Uppavada: 

• Bharatesavaibhava by Ratnakaravarni (1457 AD), 1,76 
Pratah Kaladaragadoladagudi VTtaragana Smaranegala 

Srtiyaritu Hadidaru Kelvarellara Pataka Paridoduvante 


• Mangala: 

Sanatkumara Carite by Terakanambi Bommarasa (1485 AD), 12, 60 


473 See Chapter 1, section 3.2.3.4 for a description of the Ariga-s and types of Prabandha-s 
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Baleyaru Mugudeyaru Yavvana 

Saliyaru Madanana Kalarati 

Loleyaru Marigalya Padagalanolidu Padutta 

• Sobhana/Sobhane: 

Sanatkumara Carite by Terakanambi Bommarasa (1485 AD), 6, 38 

Moreye Vadyasamuha DharanT 

Suraru Marigala Stotragalanu- 

Ccarisi Muttaideyaru Sobhanada Padagalam Pade 


• Jogula: 

Padmaraja Purana by Padmanaka (1385 AD), 2, 70 
Jogulavanalisu 

6.3 Musical Instruments in Kannada Literature and Vijayanagara Sculpture 

There is a plethora of references to musical instruments in Kannada literature pertaining to 
the Vijayanagar period which give valuable information about the musical instruments 
prevelant in the Vijayangara period. Many of these instruments are described or mentioned 
in Laksana Grantha-s. Given below is an overview of the references. 


6.3.1 Stringed Instruments (Tata Vadya-s) 

6.3.1.1 Literary References 

In Kannada literature, there are many Kannada references to stringed instruments. A few 
examples of some of them are given below: 
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• Sanatkumara Carite by Terakanambi Bommarasa (1485 AD), 13, 59 
Hidiyutam Dandigeya Venuva 

Nudiyisuta Kinnariya Kausala 

Vididu Nadisuteseva MogavTneyanu Kelisuta 

Bidade Bhajipa RudravTneya 

Nodane Tumbura Vfneyincara 

Bedaguvettire Beralinatada Satiyareydidaru 

• Sanatkumara Carite by Terakanambi Bommarasa (1485 AD), 15, 50 
Kusaladim Svaramandalava Ka- 

ngiseva KinnariRudravTneya 

Hasanenisi Bhajisutaladaradinda Padisuta 

• Sobagina Sone by Deparaja (1424-46 AD), 14, 57 
Pancamukhana Pannagabhusananu 

Danca Tejananumeyarasana 

Pancesuripuva VJneyolondi Paduva 

Rufica Kinnariyaroppiharalli 

• Sobagina Sone by Deparaja (1424-46 AD), 23, 28 
Dandige Venu Vina Kinnari Sara- 

mandala Jantra Talagalanu 

• Padmaraja Purana by Padmanaka (1385 AD), 3, 52 
Taradim Vipanci Vallaki Citreya Jyesthe 

Varaghosavati Vijaye Nakuldsthi Kurmi Tum- 
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buri Vikubjike Hastikakhye Satatantri Kinnari La sat Parivadini 
Karame Sarangi Tantrisari Yalapirti I//- 
Carita Ravanahasta Dakku/i Pramukhabam 

Dhura Tataman 
6.3.1.2 Sculptural Evidence 

Different types of string instruments are seen in the sculpture of the Vijayanagara 
monuments. Following are some of the photographs of string instruments seen in 
Vijayanagar Monuments: 



A lady singing with Dandige accompaniment, Acyutaraya Temple. Photograph Courtesy: Dr. 
Chudamani Nandagopal. 

In the above sculpture, a Dandige is held with one hand indicating that it is a drone 
instrument, while the other hand is waved expressively to the accompaniment of singing. 
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Lady Vina Player, Hazara Rama Temple. Photograph Courtesy: Mr. Y.N. Balakrishna 
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A lady Kinnari Player, Vijaya Vitthala Temple. Photograph Courtesy: Mr. Y.N. Balakrishna 
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Two types of VTna-s are seen in the above sculpture. In the second one, the Kinnari has 
three gourds and the player also appears to be dancing. 



A lady Tritantri Vina player, Yelandur. Photograph Courtesy: Mr. Y.N. Balakrishna 


In this sculpture, three strings are seen and it appears that some melody is being played. 


6.3.1.3Descriptions in Laksana Grantha-s 

VTna seems to be a generic name for stringed instruments (Tata Vadya-s) in Kannada 
Literature. Below is an overview of some of the important instruments, as seen in Laksana 
Grantha-s. 
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Kinnari Vina 

Among the Laksana Grantha-s of Vijayanagara times, we find a description of this in the 
Natyacudamani (NC) 474 . This is brief and mentions that this instrument is suitable for Gita, 
Nrtya and Vadya accompaniment and has strings. The SangTtaratnakara has a detailed 
description of the Kinnari (SR, 5, 257-327) and mentions two types - Marga and DesT 
Kinnari. Marga is again of two types - LaghvT and BrihatT. As the names suggest, the former 
is small and the latter is much bigger in size. The LaghvT has been described as having two 
resonators (Tumba) and the BrihatT as three. The DesT Kinnari has the LaghvT and Brihati 
varieties and also another which is in-between in size: Madhyama Kinnari. This also appears 
to have only two resonators. 


Panca VTna-s - Nakula, Tritantri (Jantra), Citra, Vipanci and Mattakokila (Svaramandala) 

These VTna-s have been described in the SangTtaratnakara (SR, 6, 110-113). The Nakula 
has two strings, TritantrT has three strings, Citra has seven strings, VipancT has nine strings 
and Mattakokila has twenty-one strings. Kallinatha in his commentary on SR, 6, 113 says 
that TritantrT is called Jantra and Mattakokila is called Svaramandala colloquially. According 
to Abhinava’s commentary on the Natya Sastra, the VipancT and Citra can both be played 
either with a small stick (Kona) or with the fingers. In the Vijayanagara period Laksana 
Grantha-s, Natyacudamani mentions Citra and NakulTin this group 475 . Ragatalacintamani 
(RTC, 5, 34) mentions that the Svaramandala has twenty-two strings. 


Ravana Hasta : 

This instrument has been mentioned in the Viveka CintamanT by Nijaguna Sivayogi 476 but not 
been referred to in the Natyacudamani or other Vijayanagara period Laksana Grantha-s. 


474 Vide Natyacudamani critical edition by Dr. V. Premalatha, p 104. 

475 Vide Natyacudamani critical edition by Dr. V. Premalatha, p 104. 

476 Vide Chapter 2 ‘Sahityadali SaiigTta’ of Kannada Sahitya, Sasanagalalli SarigTta Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 75. 
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However, Nanyadeva in his commentary on Natyasastra and Kumbhakarana in his 
SangTtaraja mention the name as Ravana Hasta 477 . A description of this instrument is given 
by S. Krishnaswami Iyengar 478 which says that this was played with a bow made of horsehair 
and appears to have had a resonator with a coconut shell. There are two main strings, one 
with flax hair and other of steel. Sometimes, there are about 12 sympathetic strings. It is 
played by placing the resonator against the left side of the chest while the handle faces 
upwards. The Ragatalacintama ni (RTC, 5, 34 ) gives a mythological connection to this 
instrument saying that it was played by Ravana to Siva. It also says that it is a type of 
Kinnari. 


Alapini: 

This VTna has been mentioned in the VTveka Cintamani 479 . We get a vivid description of this 
from SangTtaratnakara (SR, 6, 241-256). It is said to be an instrument with one resonator 
(Tumba). The number of strings is not mentioned but there is a description of playing Sadja 
as well as Madhyama on the open string, which leads to the conclusion that there must be 
two strings. The mode of playing is described wherein various Svara-s are produced. Thus, 
this was a melodic and not drone instrument. 


Rudra VTna: 

This instrument has been mentioned in the Viveka Cintamani 480 and described in Ahobala’s 
SangTta Parijata and by Narayana 481 . It appears to have a metallic cover for the ‘Dandi’ or 


477 Vide Dr. S. Nagendra Shastry’s unpublished PhD Thesis, p 245, in which he quotes Bharatakosa 
as the source for this. 

478 S Krishnaswamy Iyengar, Musical Instruments of India, p 83. 

479 Vide Chapter 2 ‘Sahityadali SaiigTta’ of Kannada Sahitya, Sasanagalalli SangTta Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 75. 

480 ibid 

481 Vide Dr. S. Nagendra Shastry’s unpublished PhD Thesis, p 242. 
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finger-board. The Natyacudamani 482 too mentions a ‘Roudri’ Vfna which is probably the 
same as the Rudra VTiia. 


Paravadini: 


This has been mentioned in the Viveka Cintamani 483 . The Ragatalacintamani describes it as 
one having seven strings. (RTC, 5, 33-34). 


Pinaki 


This instrument has been described in the SarigTtaratnakara (SR, 6, 401-405). This has a 
finger-board in the shape of a bow. On the two ends of the finger board, a string is attached. 
It is played with the help of a bow. 

Sarariga(i) Vina 

This instrument has been described by Haripaladeva in his SarigTtasudhakara and by 
Narayana 484 . The former describes this as made of beeswax. It has been mentioned in 
Vivekacintamani 485 . 

TumbarT/Tamburu VTna/Tambura 


It is interesting to note that the TumbarT/Tambura appears only in the Vijayanagara period in 
Kannada literature and is first seen in Haridasa compositions - those by Sri SrTpadaraya, Sri 
Vyasaraya and Sri Purandara Dasa. The TumbarT has been defined in the Bharatakosa as a 
‘Vfnabheda’ - type of VTna which is ‘SarvagTtanuvadini’ i.e. can follow all types of songs 486 . 
This indicates that it is a melodic instrument and not a drone instrument. The author of 

482 Vide Natyacudamani critical edition by Dr. V. Premalatha, p 104. 

483 Vide Chapter 2 ‘Sahityadali SaiigTta’ of Kannada Sahitya, Sasanagalalli Sariglta Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 75. 

484 Vide Dr. S. Nagendra Shastry’s unpublished PhD Thesis, p 253. 

485 Vide Chapter 2 ‘Sahityadali Sariglta’ of Kannada Sahitya, Sasanagalalli Sariglta Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 75. 

486 Vide Bharatakosa of Manavalli Ramakrsna Kavi, p 252. 


353 




Chapter 6 


Reflections Of Music In Kannada Literature, Inscriptions And Allied Arts 


Bharatakosa, Sri M.R. Kavi also explicitly states that this is different from the Tambura well- 
known in Southern India. In Natyacudamani 487 , 

Tumbura has been described as an instrument having seven strings tuned to seven svara-s. 
It is said that Gayaka-s (singers) use the TarjanT (forefinger) to play this instrument. Thus, it 
appears to be a drone instrument. In the Ragatalacintamani (RTC, 5, 34) the Dandika has 
been equated to the Tumburu Vina by some. Since the Dandika has been referred to as a 
drone instrument, it appears that the Tumburu Vina referred to here is a drone instrument. It 
has also been said that the Kamaksi Tambura has been created in Kalikala (in the recent 
times). This seems to indicate its recent origin. 


Dandige 

In Natyacudamani 488 we come across a description of this instrument. It is said to have two 
strings - the one on the right tuned to Pahcama and the one on the left tuned to Sadja. The 
singer uses his ‘TarjanT’ (forefinger) to play this instrument. Thus, it appears to be a drone 
instrument. In Ragatalacintamani (RTC, 5, 34) too, this instrument has been described as 
mentioned under ‘Tambura’. 


6.3.2 Wind Instruments (Susira Vadya-s) 

6.3.2.1 Literary References 

There are many references to wind instruments in Kannada literature. A few examples of 
these can be seen below: 

• Sivatattva Cintamani by Lakkannadandesa (1450 AD), 59, 31 
Tala Maddale Gatiya Vasu Paiigam Kahale 

Melavada Natana Digu Dikku Tattakhanam 


487 Vide Natyacudamani critical edition by Dr. V. Premalatha, pi06-107. 

488 ibid, page 104-106 
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• Sanatkumara Carite by Terakanambi Bommarasa (1485 AD), 12, 8 
Neredarambaracariyaradina 

Karanudayadali Tala Dandige 

Verasi MogavTneyanu Barisutayenutalolidu 

• PrabhulirigalTle by Camarasa (1430 AD), 3, 11 
Sulavisiduvu Gadanadali Ni- 

Ssala Gidibidi Kombu Cambaka 

Dolu Doude Damana Jagati Maddaladigalu 

Oliyali GhTlittu BTruva 

Kalegalu Modalada Vadyada 

Mela Meredirdudu Kumariya Hetta Harusadali 

• PrabhulingalTle by Camarasa (1430 AD), 7, 25 
Lalita Nirmala Candrakantada 

Sileya Hattire Lateya Dava 

Nalanu Kolala Jvaleya Sileyolage Torpante 

• Sobagina Sone by Deparaja (1424-46 AD), 14, 55 
Tumbi Korida Tavevidirgalolelaro- 

Ttambise Morava Mauvvariyante 


6.3.2.2 Sculptural Evidence 

Following are some photographs of the Wind Instruments found in the Vijayanagara 
Monuments: 
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Flute Player, Hazara Rama Temple. 

Above is a depiction of Lord Krsna playing the flute, as four arms can be seen. The cross- 
legged position is typical of this deity. 
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Sarikha Players, Vijaya Vitthala Temple 

Two types of conch playing can be seen here. The player on the left holds the conch which 
is bigger with both hands and to his front. The player on the right holds it with one hand 
sideways. 



Kombu Player, Acyutaraya Temple. 
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Kombu Player, Acyutaraya Temple. 

There are two Kombu-s seen above. Both are horn-shaped instruments, but the orientation 
is different. The second one also seems to be more ornate and bigger. 

6.3.2.3 Descriptions in Laksana Grantha-s 

An overview of some of the important wind instruments, as seen in Laksana Grantha-s is 
given below: 

Murali(i): 

Natyacudamani 489 describes the Murali (flute) as having seven holes which cover seven 
notes. Vivekacintamani 490 describes 18 types of flutes depending on the length, which 
ranges from 18 inches to 1 inch, the names being Jati, Sajati, Sukumarika, Paksa, Bhuvana, 
Sweta, Aditya, Rudra, Hari, Nidhi, Digu, Rishi, Kumara, Aghora, Brahma, Tripura, Sivasakti, 
Bhuvanadhipa. In Nartananirnaya, we find a description of flutes ranging from six 

inches to 24 inches. The number of holes made in a flute should be nine, the first hole is for 


489 Vide Natyacudamani critical edition by Dr. V. Premalatha, p 108. 

490 Vide Chapter 8 ‘Hadinentu Bageya Kolalugalu’ of Kannada Sahitya, Sasanagalalli Sariglta Vicara 
by M. Chidananda Murthy, Bangalore University, 1984, p 125. 
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blowing air and the last for the sound to exit from the flute. Leaving these two, there are 
seven holes for the seven notes (NN, 4, 620-629). Ragatalacintamani too describes Murali 
as an important wind instrument (RTC, 5, 41). This is also called Kolalu in Kannada. 


Mukhavina, Kahala (Kahale), Madhukari (Mauri) and Nagasvaram(Nagasaram) 

These instruments are straight horns. Mukhavina has been described in Natyacudamani 491 
as having holes to play the seven notes. The Madhukari and Kahala (Kahale or Tutturi in 
Kannada) have similar shapes, but the Madhukari is made of wood or horn, and the Kahala 
is made of gold, silver or bronze as per the Sarigltaratnakara (SR, 6, 794-796). Kahale has 
been mentioned in Viveka Cintamani 492 as part of Panca Mahavadya - the five instruments 
Kahale, Pataha, Sarikha, Bheri, Jayaghanta. Kahala and Nagasara(Nagasvara) have been 
mentioned in Ragatalacintamani (RTC, 5, 43) also. As per the Natyacudamani 493 , The 
Nagasvara has a shape similar to Mukhavina but is longer. 

Kombu or Srriga 

Srriga is a curved horn which has been described as having the shape of an elephant’s trunk 
in the Sarigltaratnakara (SR, 6, 799-801). According to Dr. B.C. Deva 494 , it is called the 
Kombu in Kannada. 

Sarikha 

This is the conch. This has been mentioned in the Viveka Cintamani 495 and the 
Natyacudamani 496 . Sarigltaratnakara describes the way of holding and playing this 
instrument (SR, 6, 802-805). 


491 Vide Natyacudamani critical edition by Dr. V. Premalatha, p 109. 

492 Vide Chapter 2 ‘Sahityadali Sariglta’ of Kannada Sahitya, Sasanagalalli Sariglta Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 75. 

493 ibid 

494 Vide Musical Instruments in Sculpture in Karnataka, B.C. Deva, p 39. 

495 Vide Natyacudamani critical edition by Dr. V. Premalatha, p 109. 

496 Vide Chapter 2 ‘Sahityadali Sariglta’ of Kannada Sahitya, Sasanagalalli Sariglta Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 75. 
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6.3.3 Percussion Skin Instruments (Avanaddha Vadya-s) 

6.3.3.1 Literary References 

There are many references to the above-mentioned percussion instruments in Kannada 
literature of the Vijayanagara period. Given below are some examples of these: 


• Cennabasava Purana by Virupaksa Pandita (1585 AD), 37, 40 
Bheri Mrdahga Dundubhi Sarikha Kahaia Ma 

Haravahgaia Sobhanasvanada Vandi 

• Cennabasava Purana by Virupaksa Pandita (1585 AD), 5, 7 
Pataha Nissala Gidibidi Bheri Davude Je 

gate Karade Kansaia Doimari Tumuku Tam- 

bataveseva Vfrana Dam ana Cambaka Burugugale Heggale Gajarva 

Satukahaleyum Kombugahale Pongahaleyu- 

tkatatala Maddaiegaiemba Bahuvadyadu- 

bbateykhiladeseyolavarisala Kuvarana Supuspakam Poramattudu 

• Cennabasava Purana by Virupaksa Pandita (1585 AD) 16, 13 
Pataha Tammata Dhakke Davude Kahaia Samu- 

tkatanadamaiiiriye Pelvudem Brahmanda 

• Sanatkumara Carite by Terakanambi Bommarasa (1485 AD) 4, 10 
Jariva Meluda Jolvamudi Kuca 

Veralugalolorvalu Mrdaiigava 

Karakusaladim Dhimi Dhimikkene Bajisidalolidu 
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• Sanatkumara Carite by Terakanambi Bommarasa (1485 AD) 4, 10 
Podeyasidanananda Bheriya 

Nodane Nagarava Srrigaripudenu 

• PrabhuliiigalTle by Camarasa (1430 AD), 4, 41 
Hididu Barisi Ghante Sarikhada 

Gadana Jagate Jagale Maddale 

Jadiva Kahale Mrdahgavavuja ff/?e/7 Kansala 

6.3.3.2 Sculptural Evidence 

Below are some photographs of Avanaddha Vadya-s in Vijayanagara sculptures: 



Tammate Player Acyutaraya Temple. 
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Tammate player, Virupaksa temple 

Two types of Tammate playing are depicted above. The player in the first sculpture holds a 
big Tammate to his front and plays with both hands. The player in the second plays a 
smaller Tammate holding it sideways. 
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Damaru Player, Acyutaraya Temple. 

The Damaru player depicted above appears to be dancing. 



Hudukka Player, Vitthala Temple. Photograph Courtesy: Dr. Chudamani Nandagopal 

The left hand holds the middle strip and the left hand is used for drumming in the above 
sculpture 
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Waisted Drum, Vitthala Temple. 



Waisted Drum, Hazara Rama Temple. Photograph Courtesy: Mr. Y.N. Balakrishna 
Two types of waisted drums are seen in the scultpures above. 
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6.3.3.3Descriptions in Laksana Grantha-s 

There are several percussion instruments described in Laksana Grantha-s. An overview of 
some of these is given below: 


• Mrdanga, Mardala (Maddale), Muraja, Puskara and Paksavuja 

Nartana Nirnaya gives a detailed description of the construction of Mrdanga. It is a bi¬ 
facial drum which is broad in the middle and it’s right face is slightly smaller than the left 
face. Mardala, Muraja and Puskara are the classical synonyms of the Mrdanga but it is 
also called Paksavaja by some (NN, 2, 23-47). Mrdanga has been described in 
Natyacudamani 497 

• Pataha 

As described in the SangTtaratnakara (SR, 6, 807-821), this is a bi-facial drum. It’s right 
face is slightly bigger than the left face. It is also broad in the middle like the Mrdanga. 
There are two types of Pataha-s described - the Marga Pataha and the DesT Pataha. 
The former is slightly bigger than the latter and is a waisted drum - i.e. tied to the waist 
of the performer with a flat strip. Both the types of Pataha are made of wood with the 
faces covered with animal skin. DesT Pataha is played with a Kona and is known as 
Addavuja in common parlance 498 . According to Simhabhupala’s commentary on SR, 6, 
825, Kona stands for a wooden stick. Pataha has been mentioned in Viveka 
Cintamani 499 . 


• Hudukka 

This is a bi-facial drum as described in the SangTtaratnakara (SR, 6, 1076-1078). It has a 
middle strip known as ‘Udarapattika’ which is held and pressed with the left hand while 
playing. This is done to control the sound. The right hand is used to drum on the right 
face. 


497 Vide Natyacudamani critical edition by Dr. V. Premalatha, p 118-119. 

498 vide Dr. Subhadra Chaudhary’s SangTtaratnakara - ‘Sarasvati Vyakhya aur Aunvadsahit’, TritTya 
Khanda, Vadyadhyaya, Sloka 825, p 443. 

499 Vide Chapter 2 ‘Sahityadali SaiigTta’ of Kannada Sahitya, Sasanagalalli SarigTta Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 75. 
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• Dhavasa, Dhakka and Bheri 

These are bi-facial drums with some similarity. According to the SangTtaratnakara (SR, 6, 
1092-1098, 1150-1152), a Kona (wooden stick) is held by the right hand to play on the 
right face and the left hand is used to play on the left face in the case of all the three. 
Dhakka is almost identical to the Dhavasa except that the former is slightly bigger. They 
both are suspended from the shoulders with a strip and played. Bheri is made of bronze 
and is much bigger than the Dhakka and Dhavasa. Dhakka and Bheri have been 
described in Natyacudamani 500 . Bheri has been mentioned in Viveka Cintamani 501 . 
Dhakka and Bheri find a mention in Ragatalacintamani (RTC, 5, 39). 

• TrivalT and Damaruka 

As per the SangTtaratnakara (SR, 6, 1110-1113, 1142-1143), these are bi-facial drums 
with the common feature that the middle of the drum is narrower than the faces. The 
Damaruka is held in the middle and played. The TrivalT is suspended from the shoulders 
and played with both the hands on the two faces. 

• Dundubhi 

The SangTtaratnakara (SR, 6, 1147-1149) describes this as a big monofacial drum made 
of wood having bronze parts inside. Its face is covered with leather and has leather strips 
around it, and is played with a thick leather Kona. It has a big sound. 

• Karata 

As per the SangTtaratnakara (SR, 6, 1081-1083), this is a bi-facial drum which has three 
strings each fixed inside its two faces, which are covered with leather. These strings 
resonate whenever the face is struck, which gives this instrument an unusual sound. 


500 Vide Natyacudamani critical edition by Dr. V. Premalatha, p 121-122. 

501 Vide Chapter 2 ‘Sahityadali SaiigTta’ of Kannada Sahitya, Sasanagalalli SarigTta Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 75. 
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• Tammate 

This is a mono-facial frame drum. This has been referred to in the Ragatalacintamani (RTC, 
5, 39) but no description is given for it 502 . 

6.3.4 Metallic Instruments (Ghana Vadya-s) 

6.3.4.1 Literary References 

There are many references to metallic instruments in Kannada literature pertaining to the 
Vijayanagara period. Some examples of these are given below: 


• Cennabasava Purana Virupaksa Pandita (1585 AD), 5, 7 
Pataha Nissala Gidibidi Bheri Davude 

Jegate Karade Kansata Dolman Tumuku 

• PrabhulingalTle by Camarasa (1430 AD), 3, 11 
Sulavisiduvu Gadanadali Ni- 

Ssala Gidibidi Kombu Cambaka 

Dolu Doude Damana o/ag^/Z Maddaladigalu 

• Sivatattva Cintamani by Lakkannadandesa (1450 AD), 59, 31 
Tala Maddale Gatiya Vasu Parigam Kahale 

Melavada Natana Digu Dikku Tattakhanam 

• Pampasthana Varnanam by Candrasekhara (1430 AD), Vacana 75 
Mattama Kalantaka Nenisirpa Virupaksa 

Nolagadalli Marga Desi Embitterada Tala- 

Dharigalolage Desiya Taladharam Tannu diyo- 

502 Vide Dr. S. Nagendra Shastry’s unpublished PhD Thesis, p 253, this is held with the left hand and 
played with the right hand. However, as seen in Vijayanagara sculptures, it is sometimes played with 
both hands. 
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Lirda Ta/amam Tegedukondu Penedirda 
Manigondeyarhgalam Nerpadisi Siva Sakti 
Bhedamam Nodi Balagayaidagayyalim Teledu 
Bhajisi. 

6.3.4.2 Sculptural Evidence 

Given below are some of the photographs of Ghana Vadya-s in Vijayanagara sculptures: 



Dandige and Tala Player, Acyutaraya Temple. 


The above sculpture depicts a player of Dandige and Tala. Could it be a Haridasa? 
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Jayaghanta Player, Vidyasarikara Temple, Sriigeri. Photograph Courtesy: Mr. Y. N. Balakrishna 


The above depiction of a Jayaghanta is unusual in depicting a child (dwarf?) player. 

6.3.4.3 Descriptions in Laksana Grantha-s 
Kansya Tala(Kansale), Tala 

As given in the SangTtaratnakara, both these instruments are cymbals (SR, 6, 1175-1178, 

1183-1188). The Tala is much smaller than the Kansya Tala and is played with one hand 
while the latter is played with two hands. Kansya Tala has been described in the 
Natyacudamani 503 and the Viveka Cintamani 504 . 

Jayaghanta(Jagate), 

This is in the shape of a round plate as per the SangTtaratnakara (SR, 6, 1192-1193). It is 
suspended from a rope which is held with one hand and played with a Kona held in the other 
hand. 

Ghanta 

This instrument is nothing but a bell. This has been described in the SangTtaratnakara (SR, 

6, 1185-1188). 


503 Vide Natyacudamani critical edition by Dr. V. Premalatha, p 123. 

504 Vide Chapter 2 ‘Sahityadali SaiigTta’ of Kannada Sahitya, Sasanagalalli SarigTta Vicara by M. 
Chidananda Murthy, Bangalore University, 1984, p 75. 
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Kamra (Citike) 

This is an instrument which has four wooden pieces. Each of them has two bronze circular 
pieces fixed on each end in such a way that when two wooden pieces are struck together, 
the bronze pieces vibrate and produce sound. This is known as Kartal in Rajasthan and 
Citike in Karnataka. This has been described in the SangTtaratnakara (SR, 6, 1199). 

6.4 Music allied to Dance in Laksana Grantha-s, Kannada Literature and 
Sculpture 

6.4.1 Musical Compostions for Dance 

The Laksana Grantha-s of the Vijayanagara period - Nartananirnaya (NN) by PandarTka 
Vitthala 505 , SaiigTtamuktavali (SM) by Devanacarya 506 and SarigTtasuryodaya by Bhandaru 
LaksmTnarayana 507 has vivid descriptions of concepts related to dance. These works are 
sources of information on musical compositions used for dance. Corresponding to the 
concepts defined in these treatises, there are also many references in Kannada literature. 

SaiigTtamuktavali distinguishes Nartana (dance) as Nrtya which is accompanied by 
emotional expression and Nrtta which is not (SM, 2, 1). It mentions three types of Nartana - 
Gitanuga (accompanied by song), Vadyanuga (accompanied by instruments) and 
GTtavadyanuga (accompanied by both song and instruments) (SM, 2, 24). 

Nartananirnaya (NN) mentions Gita Nrtya as the one in which the Suda Prabandha-s of the 
type Ela, Karana, DherikT etc., All Prabandha-s of the type Varna, Varnasvara, Gadya etc., 
ViprakTrna Prabandha-s of the type SrTranga, SrTvilasa etc. and Salagasuda Prabandha-s of 


505 This work has not been considered in the chapter on Laksana Grantha-s as the author was not in 
anyway connected to the Vijayanagara Court. However, this work has been taken up here as it 
provides information on contemporary practices in dance in the Vijayanagara period. 

506 The gist of the musical concepts described in this work have been covered in Chapter 5: Laksana 
Grantha-s in the Vijayanagara Empire. 

507 The gist of the musical concepts described in this work have been covered in Chapter 5: Laksana 
Grantha-s in the Vijayanagara Empire 
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the type Dhruva, Mantha etc. were used as compositions for dance 508 . In these, the 
meaningful lyrics were to be accompanied by Nrtya and the meaningless by Nrtta (NN, 4, 
819-821). 

In Kannada literature, we come across examples of references to Gita Nrtya: 

• Nagakumaricarite Kalyana Kirti (1445 AD), 4, 22-98: 

Dhruvamatteya SOIaditaladi Rasa Bhava Nereye Mandaladolu 

Bhave Kelisidalu Padagalige Jihve Tavidduvene Sabdagala 

Here, the Salagasuda Prabandha-s Dhruva, Mattya etc. have been mentioned. 

• Mohanataranglni by Kanakadasa (1550 AD), 22-28 : 

Melava Madi Dandige VidTvaru Suddha 

Salaga SarikTrtanadi 

Alapa thaya Nemagalinda Nurentu 

TalagTtegala Padidaru 

This has reference to Suddha and Salaga Suda-s. 

• Nagakumaracarite by Kalyana Kirti (1445 AD), 4, 22-102: 

Bhedavaridu Kaivada Prabandha Muntada Kattalegalanesagi 

Vadivadanakara Mecce Kelisidalatyadaramige Kalasagala 

Here, the Ali Prabandha Kaivada has been mentioned. 


508 For a description of these Prabandha-s, see Chapter 1: Indian Music before the Vijayanagara 
Period, Section 3.2.3: Sarigltaratnakara. Gita Nartana has also been described in the second 
manuscript (RBfm203) of Sariglta Muktavali (Page 116-120). Refer to Chapter 4: Laksana Grantha- 
s of the Vijayanagara Empire for details of this manuscript. 
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Other than Prabandha-s mentioned here used for Gita Nrtya, Vadya Prabandha-s (also 
called Sabda Prabandha-s) which were instrumental compositions were also used for dance. 

The following Vadya Prabandha-s have been mentioned in the Nartananirnaya (NN, 1, 58- 
105): 

• Gajara (Also called Alapacari) 

• Ota (Also called Khandacalika) 

• Vyapakasrutibhusana: (Also called Tandikavyapti) 

• Patacali: (Also called Sabdacali) 

• Rudrabhusana: (Also called Dalasrngara) 

• Pancadhatu: (Also called Kadekaddhi) 

• Sudakrama: This is also known as Saptasudadi 509 . 

• Yati: As part of a Nrtya Prabandha or Gita Prabandha, it is known as Uttavana. 
Another variety of Yati is TTvati. 

• Prahelika: It is of three varieties - Kuvada, Kaucata and Avadhana. 


The following Vadya Prabandha-s have been mentioned in the Sarigitamuktavali (SM, 3, 6- 
27): 


• Puspaputa 

• Khandayati 

• Jhankara 

• Yativilasa 

• Tuduka 

• RugvanT 


An example of reference to a Vadya Prabandha in Kannada literature is seen below: 


509 This is a Vadya Prabandha identical to the Suladi in structure. However, PandarTka Vitthala has 
described this as having Kutapata-s. In the second manuscript (RBfm203) of Sariglta Muktavali (Page 
113-116), we come across the Sudadi Nrtya. Refer to Chapter 4: Laksana Grantha-s of the 
Vijayanagar Empire for details of this manuscript. 
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• Nagakumara Carite by Kalyana Kirti (1445 AD), 4, 22-99: 


NTraja Banduge Campakotpalagalu Serida Puvina Rathava 
Marasutriga Nadesidanena^acs/Tgondalu Melu Mereye 
Here Alapacari has been mentioned. 

Apart from Gita Nrtya, Nartananirnaya describes the following dances: 

• Sabda Nrtta - dancing to the syllables and svara-s played and sung by the Taladhari 
(cymbal player) 

• Svarabhinaya - indicating through Abhinaya (acting), the different svara-s used in a 
Raga of a particular Gita. 

• Svaramantha Nrtta - dancing to Yati (Prabandha) and dancing to Sabda (Sollakattu- 
s), Tenaka-s 


There is a beautiful description of the dance of Indra which is accompanied by Pata syllables 
in the Dharmanatha Purana, 9, 7: 

Jagajhem Jhe Jhum Mrnam Jham Jhamrnam Mrna Manam Jham 
Mrnajham Mrnamnam 

Tagatattho Tagginattho Thagina Gina Gina Thagginam Ttho 

Dhigi Dhim Dhim Dhimikku Dhimi Dhimi Dhimikam Dhimidhimikkam Dhimikkem 

Dogevannam Natyaranga Sthaliyola Mariyar Bajisuttirdaradam 
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Nartananirnaya also gives descriptions for the following popular forms of dance which use 
different types of compositions (NN, 4, 835-868) 510 

• Cindu Nrtya - this is accompanied to the beating of anklets which is entitled 
‘Gharghara’ and is of different types 

• Dharu Nrtya - this uses the Vadya Prabandha Ardhi (Tudukka) 511 , Alapa and Pada-s 
(verses) in Vilamba Laya followed by Patti-s (verses without Tala). 

• Dhruvapada Nrtya - this uses the Dhruvapada composition in Samskrta or the 
language of Madhya Pradesa which consist of two, three or four ‘Vakya’-s and is in 
the Srngara Rasa. 

• JakkadT Nrtya - this is in Persian language, and danced to Kaul (Khayal?) and 
Gajara(Gazhal?) compositions. 

• Dandarasa - this is group dance with sticks 


SangTtasuryodaya describes the JakkadT Nrtya Prabandha-s mentioned above - Kaul and 
Gajalu(ra) in the Prabandha chapter as ‘Tauruskadesa Prabandha-s’. Other Prabandha-s 
described in this category are Hasaka, Pratitala, ManjarT and JhankarT. (SSU, 5, 591-641). 

SaiigTtamuktavali also mentions Koravanji Nrtya which is performed by Kurava-s 512 . It may 
be recalled that Sri Vadiraja has composed a Koravanji dance-drama called ‘Narada 
Koravanji’ which has been described in Chapter 4: Musical Compositions of Vijayanagara. 

A reference to Cindu Nrtya in Kannada literature is as below: 

Bharatesavaibhava by Ratnakaravarni (1457 AD), Purvanataka Sandhi, 93 


510 Cindu, Dharu, Dhruvapada have also been described in the second manuscript (RBfm203) of 
Sariglta Muktavali (page 120-127). Refer to Chapter 4: Laksana Grantha-s of the Vijayanagar Empire 
for details of this manuscript. 

511 See PandarTkamala , footnote to (NN, 4, 855), p 659. 

512 This is in the second manuscript (RBfm203) of Sariglta Muktavali (page 120-127). Refer to Chapter 
4: Laksana Grantha-s of the Vijayanagar Empire for details of this manuscript. 
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Kolacariya Kolavana Cindu Modalada LTleya Nellava Tori 
Alideredu Nolpa Sabhege Mohanadindra Jalava BTsidaravaru 
A reference to Koravanji Nrtya in Kannada literature is as below: 
Bharatesavaibhava by Ratnakaravarni (1457 AD), Purvanataka Sandhi, 90 
Koravanji Kattaniyanu Kelisidaru Sai 
Veragagi Sabhe Niluvante 

A reference to JakkadT Nrtya in Kannada literature is as below: 
Bharatesavaibhava by Ratnakaravarni (1457 AD), Purvanataka Sandhi, 105 
Adirdu Jakkadiya Kondaru Jinastutigaida 
Rade Pureyene Nilisidaru 

A reference to Dharu Nrtya in Kannada literature is given as below: 
Pampasthana Varnanam by Candrasekhara (1430 AD), 90 
Mattorva Desikartidesige Takka Ve savalavattire 


Padada Paravidiyinda Pattiya Kattaleyinda.... 

Here, there is a mention of Pada and Patti 

There Is also mention of Ardhi (Tudukka) in this work. The author also mentions JakkadT 
Nrtya. 

Another reference of Cindu, Jakkadi in Kannada literature is as below: 
Cennabasavapurana by Virupaksa Pandita (1585 AD), 2, 29 
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Ghanasu siramanaddhatatavemba Vadya Ni- 
Svana Dolarigopariga Pratyariga Bhramari Bha 


Anugolisi Cindu Jakkadi Ko I a ca ri g a I 

There seem to have been different traditions of dance prevalent, which follow specific 
sequences starting from the entry of the dancer, followed by different types of dances either 
GTtanuga or Vadyanuga or both. SangTtamuktavali describes the following traditions as four 
types of Nrtta: 

• Prerana - this is both GTtanuga and Vadyanuga 

• Prenkhana - this involves dancing to both Gita and Sabda Prabandha-s 

• GundalT-this involves both singing and playing the ‘Trivali’ (percussion instrument). This 
is the dance of Karnataka and is danced to the Salagasuda Prabandha. 

• Dandarasaka - this has been named but not described in SM. The description of this 
dance as per NN has been seen above. 

In Pampasthana Varnanam by Candrasekhara (1430 AD), we find a reference to a dancer 
dancing Perani, Pekkana, Kunda (Gundali?), Dandarasaka dances. 

The SaiigTtasuryodaya mentions a ‘Suddha Paddhati’ or ‘Suddha’ tradition which is exactly 
as per the SangTtaratnakara (SSU, 2, 1054 - 1067). The Vadya Prabandha-s Melapaka, 
Upasama, Ota, Kavita, Malaka, Avatsaka, RigonT, Tudduka and the Suddha Prabandha-s 
Ela etc. have been mentioned. However, comparing this information with Nartananirnaya, 
SaiigTtamuktavali and Kannada literary references, it seems that the description of 
SaiigTtasuryodaya is more a copy of the SangTtaratnakara than a reflection of actual 
contemporary practice. 


6.4.2 Musical Accompaniment to Dance 

Nartananirnaya describes Vrnda which accompanies dance (NN, 4, 610-614). This consists 
of two good singers, four Taladhari-s (cymbal players), four Mrdariga players and four 
flutists. If all of these are present, it is Uttama (Superior) Vrnda. If half of these are present, it 
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is Madhyama (Middling) Vrnda. If only a quarter of these are present, it is Adhama (Inferior) 
Vrnda. The same description for Vrnda is seen in Sangltasuryodaya (SSU, 2, 1038-1072). 


6.4.2.11nstrumental Accompaniment 

Sangltasuryodaya mentions ‘Kutapa’ as a group of instruments that accompany dance. It 
says that this is found in different regions such as Varata, Lata, Karnata, Magadha, Madra 
etc. (SSU, 2, 1073-1075). 

There are ample references in Kannada literature to instrumental accompaniment to dance. 
Instruments like Muraja, Maddale, Tala etc. being played as accompaniment to dance can 
be seen in the following examples: 


Dharamanathapurana by Bahubali Pandita (1352 AD), 6, 88: 

Dhim Dhim Dhimkku Dhimikem 
DindTvaralola Locaneya Mundolavim 
Vrndaraka Vadhuvorval 
Kundada Janinda Murajamam Bajisidal 

Dharmanathapurana by Bahubali Pandita (1352 AD) 9-1: 

Jantra Svaramandala Brahmanada 
Ravanahastadi Samasta Vina Visesahgalam 

Sanatkumara Carite by Terakanambi Bommarasa (1485 AD) 4, 20: 
Karana Nevane Bhramari Nelesale 
Tirupu Citrada Lagu Lali Mige 
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Murujagattale Tala SarigTtagala Pavaninali 
Bharata Sastra Kramava Tilipuva 
Pariyolasati Rambheurvasi- 
Yarige Migilendenipa Racaneya Tore Natisidalu 
Sihgiraja Purana by Sihgiraja (1500 AD), 38, 19 
Gurukucada Hastini Mrdariga Cittani Tala 
Dharigayakatme Sarikini Nrtyasatkaleya 

Viracisuva PadminTvara Prasanna Subhavalak sitadi Kramananu 
Sivatattva Cintamani by Lakkannadandesa (1450 AD) 

Vara MahanandTsa Maddaleya Nudisutire 

Sarasiruha Sambhavam Taladharakanage 

Meredana Visnu Mohini Padutidirola Deva Deviya Noduta 

Paravidlya Hastadim Tandavanandamige 

6.4.2.2 Vocal Accompaniment 

There are many references in Kannada literature to the singers accompanying dancers. 
Some examples are: 

Pampasthana Varnanam by Candrasekhara (1430 AD), 74 

Gavasanigeyanurci Tudiveralim Tantigalam Mididu Nodi Edagaiyinda JTvalamam Tirdi 
Bhusuranante Srutiya Naraidu Sadja Pancama Kattaleyam Tanna SarTrakke SariyagiMelaisi 

Here, the description of how the singer tunes the Dandige and matches his voice with it is 
given. 

Bharatesa Vaibhava by Ratnakaravarni (1457 AD), Purvanatakasandhi, 82 
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SarigTtakararu Talamelava Nasu Sarigisikondu Jokeyolu 
Bhriigaliyante Tarigaliyantodane Bhasariga Keliya Kelisidaru 

This is a vivid description of how the accompanying musicians sang to the accompaniment 
of Tala and Mela (melodic instruments). 

6.4.3 Musical Knowledge of a Dancer 

In the Laksana Grantha-s mentioned earlier, the qualities of a dancer have been described. 
Naratananirnaya mentions that a dancer should have knowledge of Laya, Yati, Tala, Graha 
513 and should be able to follow melody (Gita) and instruments (NN, 4, 560-561). 
SaiigTtamuktavali says that a dancer should be adept at both dancing and singing (SM, 5, 7). 

We come across several illustrations of a dancer’s musical prowess in Kannada literature. 
Some examples are given below: 

Sanatkumara Carite by Terakanambi Bommarasa (1485 AD), 14, 17: 

Tilidu Talada Layava Migema- 

Ddaleya Gatigalanaledu Ganada 

Nalege Samavendenisi Padayugmadi Vilasavanu 

Calipa Netradi Havabhavava 

Poleva Purvim Vibhramavananu 

Golisi Natisisaloldy Vidyadhara Nitambaniyu 

This describes the dancer being aware of the Tala, Laya, Gati and the song (Gana) and 
dancing accordingly. 

Nagakumara Carite by Kalyana Kirti (1445 AD) 4, 22, 100 
Tala Nirnaya Caranadolu Hastadolartha- 


513 These technical terms have been described in Chapter 4: Laksana Grantha-s of the Vijayanagara 
Empire 
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valambavariga GTtakke 

Lola Locanagalu Bhava Yadbhavagal 

Bale Ranjisi Natisidalu 

This describes the dancer being aware of the meaning of the song and enacting according to 
it, and her feet being perfectly synchronized with the Tala. 

6.4.4 Sculptural Evidence 



Stick Dancers, Lepaksi. Photograph Courtesy: Mr. Y.N. Balakrishna 
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Top Panel: Stick Dance. Bottom Panel: Musicians, Hazara Rama Temple. 



Dancer with Musicians, Hazara Rama Temple. 



Panel of Musicians, Vijaya Vitthala Temple. 
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The above sculptures depict dancers and musicians accompany the dancers Apart from 
waisted drums, there is Tala and Kahale in the accompaniment in the sculpture in Hazara 
Rama temple. 

6.4.5 Information about Music from Architecture 

The architecture features of the Vijayanagara temples give valuable information about the 
importance of music and dance in the Empire. Some of the structures in the ruins of 
Vijayanagara which are relevant to musical activity have been described below: 

6.4.5.1 Chariot Streets 

As described by foreign travellers, during festivals, the deities of the temples of Vijayanagara 
would be taken in procession in Chariots on the streets. They would be accompanied by 
dancers and musicians 514 . The streets of Vijayanagara provided space for the entire 
procession of priests, people and the accompanying artistes 515 . 

6.4.5.2 Rahgamandapa 

The temples had a ‘Rahgamandapa’ which had a slightly raised plinth in the centre of its 
interior, directly facing the main sanctum. It appears that these raised areas must have been 
the stage where dancers and musicians performed to entertain deities at specific times of 
the day 516 . There are friezes of dancers in concentric circles besides other motifs in the 
carvings on the ceilings above the central area. 

6.4.5.3 Hundred-pillar Halls 

There are hundred-pillar halls present in five temples (Vitthala, Virupak sa, Tiruvengalanatha 
(known as Acyutaraya temple), Pattabhirama and Malyavanta Raghunatha which appear to 
be used for performances of dance and music, besides other performances. The plan of 
these structures, i.e. the stage at the back of the hall with an open space in the centre 


514 vide Narrative of Domingo Paes, Translated and Edited by Dr. Vasundhara Filliozat, Vijayanagar, 
page 88 and The Travels of Nicolo Conti, Translated and Edited by Dr. Vasundhara Filliozat, 
Vijayanagar, p 250. 

515 Vide Archeology, Art and Religion: New Perspectives on Vijayanagara by Dr. Anila Verghese, 
Oxford University Press, 2000, p 276. 

516 Vide Archeology, Art and Religion: New Perspectives on Vijayanagara by Dr. Anila Verghese, 
Oxford University Press, 2000, p 276. 
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seems to suggest such a usage 517 . An inscription of AD 1545 from the Madhava temple, to 
the North-East of the Ramacandra temple also supports this as it mentions the construction 
of a hall for conducting dance and music performances in this temple. 



The Vijaya Vitthala temple, Hampi. Photograph Courtesy: Dr. Choodamani Nandagopal 

6.4.5.4 Mahanavami Dibba 

The throne platform or Mahanavami Dibba is an elevated platform with intricate carvings 
which was the location for the famous Mahanavami festival. It is a huge stone stage which is 
22 feet tall, with the upper part being 80 feet in length and breadth. The platform has three 
ascending diminishing stages, each a solid square. Steps led up the platform from the south 
and west sides, but there is no structure on top. Apparently, the Vijayanagara Emperor 
would sit on the platform and watch various artistes, including dancers and musicians 
perform. There are some carvings on the walls of the Mahanavami Dibba. The construction 
of such a structure highlights the importance given to music and dance, among other arts, in 
Vijayanagara. 


517 ibid 
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Dancer with drum players, Mahanavami Dibba. 



Carvings on the Mahanavami Dibba, Hampi. Photograph Courtesy: Supriya Nadig 



View of the Mahanavami Dibba, Hampi. Photograph Courtesy: Supriya Nadig 
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6.4.5.5 Musical Pillars 

One of the wonders of Vijayanagara architecture are the famous Musical Pillars of the Vijaya 
Vitthala temple. When struck, they produce the seven svara-s. However, scholars are 
divided on whether these pillars were intentionally designed to be musical or whether the 
musicality is the result of the nature of the stone and cutting of so many colonnettes in each 
of the columns in the front Mandapa 518 . 



Musical Pillars, Vijaya Vitthala Temple. Photograph Courtesy: Dr. Chudamani Nandagopal. 


6.5 Information about Music and Musical personalities from Inscriptions 

There are many inscriptions of the Vijayanagara period which provide information on the 
musical activities during the Vijayanagara Empire. Some of these have been referenced 
earlier in Chapters 2 and 3 wherever relevant. However, a brief overview of the inscriptions 
is given here. 


518 Vide Email Communication from Dr. Anila Verghese dated 6 th June 2013 
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The inscriptions can be examined under the following categories 
6.5.1 Inscriptions regarding Musical personalities. 

The musician-composers and Royal patrons of the Vijayanagara were great personalities 
who greatly influenced contemporary society. Details of their life and contribution to music 
and musicology have already been given in Chapter 3: Musical Luminaries of Vijayanagara. 
Their social and political stature can be gleaned from some of the inscriptions, a few 
examples of which are given below: 

• Kannada Inscription in Nagesvara Temple, Nagalapura, Chikkamagalur District 519 
Record of a grant to Mahajana-s of the Agrahara of Naguru for the repair of the 
dilapidated tank and temple in the presence of Vidyaranya SrTpada of Srngeri, at the 
instance of Virupanna Vodeya by Lakhana Vodeya, governer of Kunkuse-nadu. 


• Kannada Inscription in the Matha, Srngeri, Chikkamagalur District 520 
Record of a royal gift of a village Belugula to Surappa and Krsnadeva, disciples of 
Vidyaranya SrTpada. Harihara II is described has having gained ‘Jnana-Samrajya’ 
(Kingdom of knowledge), unattainable by other kings, by the favour of Sri Vidyaranya. 


• Kannada Inscription in Dyamavva Temple, Guntanuru, Chitradurga District 521 
Records grant of a village Mallapura , also called Benakapura for the service of God 
Vinayaka. It also states that VidyanagarT was established by King Harihararaya in the 
name of Vidyaranya SrTpada and under the command of God Virupaksa-linga of Pampa. 


519 Vide Vijayanagara Inscriptions Vol II, Edited by B.R. Gopal, 1986, Directorate of Archeology and 
Museums, Govt, of Karnataka, p 36. 

520 ibid, p 40. 

521 ibid, p 56. 
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Painting in ceiling of Virupaksa temple depicting Sri Vidyaranya/Sri Vyasaraya being carried in a 
palanquin. 

• Kannada Inscription in Hosarigadi, Kanara South District 522 

Records the gift of income by Yatiraja Odeya under the orders of Lingarasa Odeya on 
whom the King had bestowed the Barakuru Rajya territory for offerings and perpetual 
lamp for the image of Ramacandra worshipped by Sri VyasatTrtha-SrTpada-Odeya. 

• Samskrta in Nagari Inscription in SrTrangapattana Temple, Mandya District 523 

Registers a gift of a village CikkabbehallT with its three hamlets to the ascetic 

VyasatTrtha, by the King Krsnadevaraya in the presence of God Virupaksa on the bank of 
the Tungabhadra. 

Telugu Inscription in Kalyana Veiikatasvami Temple, Mangapura, Chittoor District 524 

Records the construction of a ruined temple and reinstallation of old image of Kalyana 
Veiikatesvaraswami and other deities. The donor is Cinna Tirumalacarya, grandson of 
Sri Annamacarya and son of Sri Pedda Tirumalacarya. 


522 ibid, p 246. 

523 Vide Vijayanagara Inscriptions Vol III, Edited by B.R. Gopal, 1990, Directorate of Archeology and 
Museums, Govt, of Karnataka, p 169. 

524 Vide Vijayanagara Inscriptions Vol IV, Edited by B.R. Gopal, 1990, Directorate of Archeology and 
Museums, Govt, of Karnataka, p 160. 
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Tamil Inscription in Tirupati Temple, Tirumala, Chittoor District, AP 525 

Records the payment by Tallapakam Tirumalaiyyaiigar, son of Annamaiyyahgar 
(Annamacarya), the famous musician-poet of the temple, for a daily offering to Lord 
Verikatesa. 

Tamil Inscription in Tirupati Temple, Tirumala, Chittoor District, AP 526 

Records the grant of land to Sri Vyasaraya to build his Matha there. The record also says 
that the site at Tirupati had originally been granted to a priest but was confiscated by the 
order of Saluva Narasimharaya because of the priest’s theft of temple jewels. Also refers 
to an earlier grant made by the king which was directed to the charity of Sri Vyasaraya’s 
Matha. 

Kannada and Samskrta in Kannada Inscription in Cikkakeriyaginahalli, Bellary District 527 

Records the construction of the tank Hiriya Lakka-samudra by Bayakara Ramappayya 
(Ramamatya). It also gives his geneology of the donor, who was the governer of 
Kondavldu. 


6.5.2 Inscriptions regarding grants given for Musical Activities. 

The Royal patrons of Vijayanagara promoted Fine Arts, especially music. They gave many 
grants for the sustenance of musical activities. Some examples of these can be seen below: 

• Kannada Inscription in Kalasesvara Temple, Chikkamagalur District 528 


525 ibid, p 216. 

526 ibid, p 223. 

527 Vide Vijayanagara Inscriptions Vol I, Edited by B.R. Gopal, 1986, Directorate of Archeology and 
Museums, Govt, of Karnataka, p 192. 

528 Vide Vijayanagara Inscriptions Vol II, Edited by B.R. Gopal, 1986, Directorate of Archeology and 
Museums, Govt, of Karnataka, p 23 & 24. 
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Record of a grant for worship, offerings and maintenance of Patra-Bhoga 

and Panca-Vadya (services of dancers and musical instruments) by a Maha-Pradhana 
(official of the King). 

• Samskrta and Kannada Inscription in Honnehakallu, Mavalli, Kanara North District 529 
Records building of a new Caityalaya with the image of Puspadanta-tTrthankara and a gift 
of lands for daily worship and occasional special services accompanied by musical 
instruments like Dolu, Jeghate and Sarikha by one Malu-nayaka (who must have been 
an official). 

• Tamil in Tamil and Grantha Inscription in Ramaswamy Temple, Belluru, Kolar 
District 530 

Records grant of dry and wet lands at VelliyGr along with income from taxes to God 
Valavanda-perumal and Villiyar for worship, lamp, food-offerings, dance, music and 
playing on instruments by Duggannan the executor of the King’s palace. 

• Kannada Inscription in Varadaraja Temple, Tekallu, Kolar District 531 

Records gifts of villags, lands etc. to temple officials, like priests, attendants, cooks, 
songsters, dancers and others. 

• Tamil Inscription in Tirupati Temple, Tirumala, Chittoor District, AP 532 

Records the annual payment of money to temple servants including temple manager, 
gold-treasurers, public work officers, temple cooks, drummers and pipers etc. 

• Tamil Inscription in Tirupati Temple, Tirumala, Chittoor District, AP 533 


529 ibid, p 213. 

530 Vide Vijayanagara Inscriptions Vol III, Edited by B.R. Gopal, 1990, Directorate of Archeology and 
Museums, Govt, of Karnataka, p 49. 

531 ibid, p 80-81. 

532 Vide Vijayanagara Inscriptions Vol IV, Edited by B.R. Gopal, 1990, Directorate of Archeology and 
Museums, Govt, of Karnataka, p 193. 

533 ibid, p 215. 
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Records the gift of a village for a daily offering to Lord Verikatesa by Srlrarigaraja who 
was master of a troupe of dancers dedicated to the amusement of Krsnadevaraya. The 
king, in due consideration of his talents, conferred upon him the title of Vidvat Sabharaya 
Ranjakam. 

• Telugu Inscription in Rahgasvami Temple, Hampi, Bellary District 534 
Records the construction of the Rarigamantapa for holding dance, vocal and 
instrumental music concerts in the temple of Madhavadeva at Vidyanagara by 
Timmaraju, son of Vallabharaju. 


6.6 Summary 

Thus we see that a wealth of information is available in the allied arts such as dance, 
sculpture, architecture and also inscriptions of the Vijayanagara period which give valuable 
insight into the development of music in the Vijayanagara Empire. Apart from information 
about development in the spheres of Raga and Tala which can be seen in the literature of 
this period, there is much evidence of the development of different types of musical forms 
used as accompaniment to dance, as well as in music. The evolution of TambGri in this 
period is also seen in Haridasa literature, and different types of musical instruments as well 
as musical accompaniment to dance is seen in the sculptures of this period. 


534 Vide Vijayanagara Inscriptions Vol I, Edited by B.R. Gopal, 1986, Directorate of Archeology and 
Museums, Govt, of Karnataka, p 168. 
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Chapter 7 Conclusion 

The present study of Vijayanagara as a Seat of Music has been carried out with a 
focus on musical and musicological activities pertaining to Karnataka music in the 
period of the Vijayanagara Empire connected to the Royal Court in the period 1336 
AD to 1565 AD. This study has examined in detail the role of the Royal patrons (who 
were also in some cases musicians and scholars) as well as composers, musicians 
and musicologists associated with them in the development of music in the 
Vijayanagara empire. 

This study throws light on the socio-cultural factors responsible for the emergence of 
Vijayanagara as a Seat of Music. Vijayanagara was a strong and stable empire 
which filled the political vacuum created by the vanquishing of all Hindu Kingdoms in 
the early 14 th Century by Muslim forces in South India. The political stability, peace 
and prosperity brought about by the rule of Vijayanagara Kings coupled with the 
Hindu cultural renaissance promoted by the royal patrons under the guidance of 
great Seers like SrT Vidyaranya and SrT VyasatTrtha were instrumental in many 
fundamental changes occurring in musical and musicological systems during the 
Vijayanagara period. 

This study highlights the change in the Svara system as seen in the works of Catura 
Kallinatha and Sri Ramamatya, which formed the scientific basis for the derivation of 
the Mela system. The Svara system as documented in the Sangitaratnakara had 
some redundancies and was no longer applicable in the contemporary scenario in 
the Vijayanagara period. The musicologist Catura Kallinatha, in his Kalanidhi 
commentary on Sangitaratnakara, documented some important developments in 
certain DesT Raga-s where Rsabha, Dhaivata and Madhyama became Vikrta due to 
increase in sruti and Sadja did not decrease sruti but remained constant. These 
changes represented a basic departure from the old concept of Vikrtatva. These 
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changes were further crystallised by Sri Ramamatya in his description of the svara 
system where he not only documented these change as the new standard, but also 
defined Cyuta Sadja and Cyuta Madhyama as varieties of Nisada and Gandhara 
respectivly. He removed redundant definitions and brought down the list of Vikrti 
svara-s from twelve as defined by Sarngadeva to seven. 

The Mela system was first seen in SrT Vidyaranya’s seminal work, the Sarigrtasara, 
which was the first ever musicological work in Karnataka music. This system, as 
documented in Govinda DTksita’s Sangitasudha, is a bridge between the ancient 
Grama system and the modern Mela system, as it retains some of the features of the 
former (such as the definitions of Graha, Arhsa and Nyasa svara-s) at the same time 
building a foundation on which the Mela system of subsequent musicologists such as 
SrT Ramamatya was built. SrT Ramamatya in his Svaramelakalanidhi added another 
five to the list of SrT Vidyaranya’s Mela-s and clearly enumerated their svara 
structure. He established Mela as an independent system not linked anymore to the 
Grama system which was now redundant. This study has done a comparative 
analysis of the two systems and brought out their important features. 

The Tala system underwent fundamental changes as seen in the musicological 
works written exclusively on Tala - TaladTpika and Talakalabdhi as well as other 
works such as Catura Kallinatha’s Kalanidhi commentary on the SangTtasara, 
SahgTtasuryodaya of SrT Bhandaru LaksmTnarayana and Vivekacintamani by SrT 
Nijaguna Sivayogi. This research has examined in detail TaladTpika and 
Talakalabdhi which exist only in manuscript form in order to study the evolution of 
the Tala-Dasa-Prana-s as well as the Suladi Sapta Tala-s. TaladTpika defines the 
Taladasaprana-s for the first time in musicological history and subsequently 
Talakalabdhi gives a detailed exposition of this concept presenting views of the Dasa 
Praiia-s among different musicological works. Vivekacintamani too lists the 
Dasaprana-s indicating their importance. Among the Dasa Prana-s, Ariga and Jati 
underwent a basic transformation during the Vijayanagara period. Anudruta emerged 
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as an independent Ariga as seen in Talakalabdhi and SangTtasGryodaya. Laghu 
demonstrated a variability as recorded by Catura Kallinatha. This variability is later 
transferred to the concept of Jati (which was defined for Marga Tala-s earlier in 
TaladTpika) as seen in the SangTtasGryodaya and Talakalabdhi. The works TaladTpika 
and SangTtasGryodaya also describe the several DesT Tala-s (including some new 
Tala-s invented by the authors of these works). The Suladi Sapta Tala-s are found in 
the Tala DTpika though they have not been labelled as such. Their importance in the 
Tala system can be gauged from the fact that they are mentioned first in the list of 
Tala-s by SrT Nijaguna Sivayogi. 

This study highlights new developments in the sphere of Raga. SrT Kallinatha tries to 
reconcile the discrepancy between contemporary practice and theory and gives 
contemporary features of certain Raga-s. NatyacGdamani records the existence of 
Raga-s such as NTIambari and Bilahari. It is also significant to note that the thirty-two 
Raga system has been elaborated upon in this work. Svaramelakalanidhi presents 
an in-depth analysis of Raga-s and classifies them as superior, middling and inferior. 
It also dissociates the Raga from the Grama-MGrchana-Jati system for the first time. 
Both NatyacGdamani and Svaramelakalanidhi give the classification of SampGrna, 
Sadava and Auduva for Raga-s. 

The tuning and fretting of a VTna as mentioned in Ramamatya’s Svaramelakalanidhi 
in detail has been highlighted in this study. The usage of the concept of Svayambhu 
Svara-s, increase in the number of octaves to be played on the VTna, usage of three 
side strings and four main strings - these are some of the unique features of his 
system that have been covered. 

This study throws light on the evolution of new types of forms, especially Suladi and 
Pada as documented in musicological treatises. Catura Kallinatha gives the meaning 
of SGda (as used in the context of Salaga SGda-s) for the first time. He also records 
flexibility in certain features of the Dhruvaka Prabandha, which was the first of the 
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Salaga SGda Prabandha-s. NatyacGdamani gives for the first time a description of 
the Suladi-s which it says occurs in several languages. Sangltasuryodaya 
documents new forms in contemporary laksya such as KoulG (Khayal?) and Gajalu 
(Ghazal?) which have come into Indian music due to Muslim influence. Sanklrtana 
Laksanamu gives an elaborate description of different types of Pada-s and gives a 
correspondence between the Desaila Prabandha-s defined in musicological treatises 
like the SahgTtaratnakara and the Padam compositions of the Tallapakam 
composers. 

An analysis of the compositions of the Haridasa-s reveals a wide variety of new 
forms being introduced. The Pada with the Pallavi-Anupallavi-Carana format, which 
saw it origins in Sri NaraharitTrtha’s compositions grew into a full-fledged popular 
compositional form due to the prolific output of SrT SrTpadaraya’s devotional and 
lilting Pada-s. The other Haridasa-s SrT Vyasaraya and his disciples SrT Purandara 
Dasa, SrT Vadiraja and SrT Kanaka Dasa too composed a huge number of Pada-s 
dripping with devotional, spiritual and moral content. This Pada or Krti along with the 
Padam of the Tallapaka composers, sowed the seeds of the complex Krti form seen 
post Vijayanagara. The other forms such as Javali and Padam too had their roots in 
the Haridasa Pada. This study presents an in-depth study of Haridasa Pada-s with 
respect to their musical and thematic content, taking into consideration various 
manuscripts found in the Haridasa tradition, in manuscript libraries as well as 
published works. 

The Suladi form evolved from the SalagasGda-s. This was a complex Talamalika 
known for its musical richness. Light has been thrown on the evolution of Suladi-s 
from a musicological perspective as seen in various Laksana Grantha-s, Kannada 
Literary works and Suladi-s documented in manuscripts of the Haridasa tradition as 
well as in manuscript libraries in Thanjavur and Mysore. The Suladi was also used 
as musical accompaniment to Suladi Nrtta which is recorded in various musicological 
treatises. 
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The Raga content of the Haridasa Suladi-s was of such a high order that these were 
illustrated as examples for Raga Laksana in the post-Vijayanagara musicological 
treatises of Thanjavur - Ragalaksanamu and SangTtasaramrta. This study lists the 
Raga-s used in the Suladi-s and other Haridasa compositions collated from various 
sources including the above-mentioned musicological works, the treatise 
SahgTtasampradaya Pradarsini, manuscripts from Thanjavur and Mysore, published 
works etc. 

The Haridasa-s have also composed many other compositions of different varieties - 
Ugabhoga, Dandaka, Vrttanama, dance drama-s etc. which are pioneering attempts 
in Kannada composition. This study highlights the musical and thematic features of 
these compositions. 

This study brings to the fore the integration of folk music and ritualistic devotional 
music as seen in the composition of the Haridasa-s. A detailed examination of the 
themes in Haridasa compositions which used music as a vehicle in the propagation 
of esoteric spiritual and moral messages has been carried out. 

Upon examination of the musical composition of the Tallapakam composers, a huge 
repository of compositions with a wide variety similar to those of the Haridasa-s is 
seen. The Tallapakam composers, Sri Annamacarya, Sri Pedda Tirumalacarya, Sri 
Cinna Tirumalacarya and SrT Cinnanna have composed beautiful Padam-s of 
different varieties such as Daruvu, Jakkulu Rekulu, Sarabhapadam etc. The Pallavi- 
Anupallavi-Carana format popularised by the Tallapaka composers along with the 
Haridasa-s was the precursor to the complex Krti form which came up post 
Vijayanagara. This study throws light on the different types of Padam-s. Apart from 
Padam-s, the Tallapaka poets have also composed Ragada-s, Satakam-s, 
Dandakam-s etc. which have been covered in this study. It is apparent from this 
study that the musically and thematically rich compositions of the Tallapakam 
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composers integrated folk music and devotional music in a manner similar to that of 
the Haridasa-s. 

One of the pioneering experiments of the Tallapaka poets was in the Suladi form. 
Though only a few Suladi-s attributed to them have been found so far, it is seen from 
this study that these are structurally different from the Haridasa Suladi-s in some 
ways - employing Srngara as the theme, having a ‘Pallavi’, using a new stucture 
called ‘Caupada Dolam’ etc. The unique features of the Tallapaka Suladi-s have 
been highlighted in this study. 

Other composers who contributed musical compositions in the Vijayanagara period 
were poets like LaksmTsa, Ratnakara Varni, Kumara Vyasa and Gaviratiga Dasa. 
The first three wrote long poems and were well-known for their contribution to 
Kannada literature. All these composers have written Krti-s in the Pallavi-Anupallavi- 
Carana format. The VTrasaiva poets composed many Svara-vacana-s which were 
musical compositions with the theme being devotional and moral. One of the 
foremost of the VTrasaiva-s was SrT Nijaguna Sivayogi. Apart from his contribution to 
musicology in the form of Vivekacintamani, he has composed many songs as part of 
his work ‘Kaivalya Paddhati’ which are in the Pallavi-Carana format. Saint 
Arunagirinathar has composed a huge number of Tiruppugazh compositions which 
are very complex in their rhythmic structure and unique in their musicality. The 
contribution of all these composers has been studied in order to present a 
comprehensive picture of developments in musical composition in the Vijayanagara 
period. 

In Indian tradition, music and dance have always been closely integrated. In fact, the 
definition of Sangita as seen in musicological treatises includes ‘Nrtta’. Though the 
focus of this study was confined to the development of music in the Vijayanagara 
period, the development of music with respect to dance was also examined with the 
help of musicological treatises, Kannada literary reference and sculpture. The 
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musical accompaniment such as the musical compositions used, the attributes of the 
singer and other accompanists have also been highlighted. 

Kannada literary references, sculpture and musicological works have been examined 
in this study to illustrate the development of various instruments in this period. It has 
been highlighted that the TambGra came into existence in this period, as seen in 
Haridasa literature and musicological works such Natyacudamani. Light has also 
been thrown on the description of Dandige in the Natyacudamani . 

A study of inscriptions of the Vijayanagara period revealed a number of records of 
grants to and from important musical personalities such as SrT Vidyaranya, Sri 
Vyasaraya and the Tallapakam composers. Also notable were the financial grants 
given for the promotion of musical activities. These are presented in order to 
illustrate the financial support given by the royal patrons of Vijayanagara for such 
activities. 

Development of humanities is a continuous process which is accelerated in the 
periods where there are favourable conditions and may slow down under adverse 
conditions. The past events and contributions by creative geniuses always leave 
indelible stamps on the future. My study of the development of music during the 
Vijayanagara period has to be seen as a link in a chain as Karnataka music has 
further developed in subsequent centuries in Thanjavur, Mysore, Keladi, Trivandrum 
etc. As the Vijayanagara kingdom suffered disastrous consequences after the war of 
Talikota and never rose to its former glory again, the intelligentia and the artistes 
dispersed to other places, added to which there was an unfortunate destruction of 
literary records. Due to these factors, the reconstruction of the events during the 
fertile period of the birth of Karnataka music has been difficult, halting and 
incomplete. 

During the course of this study, I have had access to unpublished manuscripts of 
Laksana Grantha-s as well as musical compositions. There is an essential need to 
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translate, analyse and publish critical editions of these works. This study is a humble 
attempt at presenting the important role played by Vijayanagara, one of the greatest 
empires of South India, in the evolution of a complex system of art music and to fill a 
gap of information about this great creative period in the history of Karnataka music. 

It is hoped that my research will enrich Karnataka music from different perspectives 
and that this is but a prelude to further research that may be undertaken in tracing 
the developments which had such a profound effect that the present - day Karnataka 
music has been indelibly stamped with them. It is then that the musical brilliance of 
Vijayanagara, the Seat of Music will be truly visualized. 
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